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A MANUAL OF METHODS, PRINCIPLES AND FORMULAS 

FOR CLASSICAL, COMPUTER, GAMES, STOP MOTION AND INTERNET ANIMATORS 







To Imogen, 



co-conspirator and wife, without whom this book would certainly 
not exist - and the author might not be around to write it. 




I want this book to put over what I have found to be the best working methods, so that 
animating becomes better and easier to do. 

There are lots of formulas, principles, cliches and devices here to help, but the main thing I 
want to pass on Is a way of thinking about animation in order to free the mind to do the best 
work possible. 

I learned it from the best in the business and I've boiled it ail down into a systematic working 
order. It transformed my work - I hope it will be useful to you. 
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WHY THIS BOOK? 



When I was ten years old I bought a paperback book, How to Make Animated Cartoons, by Nat 
Falk, published in 1940. It's now long out of print, but I used it as a handy reference guide for 
1940s Hollywood cartoon styles when I designed the characters and directed the animation for 

Who Framed Roger Rabbit. 

More importantly for me, however, the book was clear and straightforward; the basic informa- 
tion of how animated films are made registered on my tiny ten-year-old brain and, when I took 
the medium up seriously at twenty-two, the basic information was still lurking there. 

I was living and painting in Spain when the incredible possibilities of what animation could do 
engulfed my mind. I planned my first film and took the money I had left from portrait painting 
to London. I starved for a bit, finally found work animating television commercials and man- 
aged to self-finance The Little Island - a half-hour philosophical argument without words 
which won several international awards. 




The Little Island, 1958 



Three years later, when I'd finished the film, the unpleasant realisation slowly crept up on me 
that I really didn't know very much about animation articulation, that is, how to move the stuff. 
To train myself I traced off the animation that Ken Harris had done of a witch in a Bugs Bunny 
cartoon {Broomstick Bunny - 1955, directed by Chuck Jones). Doing this only confirmed how 
little I understood about movement. 

White i was making The Little Island I had seen a re-release of Bambi, but since I'd considered 
myself a revolutionary in the field of animation. I'd rejected the film as conventional. But when I 
finished my film, i saw Bambi again, and almost crawled out of the theatre on my hands and knees. 
'How did they ever do that?' I'd learned just enough to realise that i really didn't know anything! 
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Animation master Ken Hards and wannabe, 1969 



So, how and where to get the expert knowledge? I was working In England as an independent 
and didn't want to go into the Hollywood cartoon mill. I wanted it both ways. I wanted my 
artistic freedom but I also wanted the knowledge. 

Preston B fair's How to Animate Film Cartoons was available, but because I was put off by the 
squashy-stretchy 1940s cartoon style, it was harder for me to grasp the underlying principles 
I was after - although It's a solid book and Preston was a very good animator from the 
Golden Age. It's ironic that forty years later I would become best known for my work on Who 
Framed Roger Rabbit - drawing in precisely the same style that had put me off learning from 
Preston. 

Much later, I was able to work with Ken Harris, the first 'real' master animator I met, and whose 
witch in Broomstick Bunny I had traced off. It's generally agreed that Ken Harris was the 
master animator at Warner Bros. Certainly he was director Chuck Jones’s lead man. 

In 1967, 1 was able to bring Ken to England and my real education in animation articulation 
and performance started by working with him. I was pushing forty at the time and, with a 
large successful studio in London, I had been animating for eighteen years, winning over one 
hundred international awards. 



After seven or eight years of working closely with Ken, he said to me, 'Hey Dick, you're start- 
ing to draw those things in the right place.' 
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'Yeah, I'm really learning it from you now, aren't I?' I said. 

'Yes,' he said thoughtfully, 'you know . . . you could be an animator.' 

After the initial shock I realised he was right Ken was the real McCoy whereas I was just doing 
a lot of fancy drawings in various styles which were functional but didn't have the invisible 
'magic' ingredients to make them really live and perform convincingly. 

So I redoubled my efforts (mostly in mastering head and hand 'accents') and the next year Ken 
pronounced, 'OK, you're an animator.' 

A couple of years after that, one day he said, 'Hey, Dick, you could be a good animator.' 

When he was eighty-two, I would go out to Ken's trailer home in Ohai, California and lay out 
scenes with him that he would later animate. He'd often take a half-hour nap and I'd keep 
working. 

One day he conked out for three hours and by the time he woke up, I had pretty much 
animated the scene. 'Sorry, Dick,' he said, 'you know ... I'm just so god-damned old.' (long 
pause) 'Oh ... I see you've animated the scene . . .' 

'Yeah,' I said, 'i didn't know what else to do'. 

'Nice drawings . . .' he said, then pointed. 'Hey, that's wrong! You've made a mistake.' And 
of course he was right. 

'Dammit Ken,' I said. Tve worked with you for thirteen years and I still can't get your 
"thing". I'm afraid it's going to die with you.' 

'Ye-e-aaahhhhh . . .' he snickered, then said, 'Well, don't worry, you've your own pretty 
good thing going.' Then he snickered again, 

Ken was a very fast worker and I was always squeezing him for more and more footage and 
getting him to animate even when the taxi was ticking outside waiting for him to catch a plane 
home to the States. 

When he died in 1982 at eighty-three, my real regret was that when I was a pallbearer 1 
didn't have the guts to tuck a blackwing pencil into his hand in his open coffin. He would have 
loved that. 

When 1 first started working with Ken, we had just completed the animation sequences which 
occur throughout Tony Richardson's epic film The Charge of the Light Brigade and I thought 1 
was getting pretty proficient. When Ken saw it in the theatre he said, 'God, Dick, how did you 
guys ever do all that work?' (pause) "Course it doesn't move too good . . .' 

But I'm still not ashamed of our work on that film. 

After that we went to see The Beatles' feature cartoon The Yellov/ Submarine, Though I liked 
the designer Heinz Edelman's styling, the 'start-stop, stop-start' jerky quality of most of the 
animation meant that after a half hour much of the audience went to the lobby. No matter how 
stylish or inventive - jerky or bumpy animation seems only to be able to hold the audience for 
about twenty-five minutes. While The Yellow Submarine had an enthusiastic cult following 
from the advertising agencies and university crowd, the general public avoided the film. It 
killed the non- Disney feature market for years. 
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My animated sequences from Tony Richardson's epic film, The Charge of the Light Brigade, 1968. 



4 







A top United Artists executive who distributed The Yellow Submarine told me, 'This is the 
Beatles at the height of their popularity and still people stay away from non-Disney animation.’ 
Film executives at that time always said of animation, 'If it doesn't have the Disney name on It, 
no one will go see it.' But the real point is, it wasn't just the Disney name - it was the Disney 
expertise that captivated the audience and held them for eighty minutes. 

Almost the same week Disney’s The Jungle Book came out and was an instant hit. I went along 
to see it reluctantly, thinking (as I still considered myself an innovator) that though there might 
be something interesting, it was probably predictable stuff. 

That’s how it started - with standard-issue wolves adopting the 'good housekeeping seal of 
approval' cutesy baby. I remember the boy Mowgii riding a black panther moving and acting in 
a cliched way - until he got off. And suddenly everything changed. The drawing changed. The 
proportions changed. The actions and acting changed. The panther helped the boy up a tree 
and everything moved to a superb level of entertainment. The action, the drawing, the per- 
formance, even the colours were exquisite. Then the snake appeared and tried to hypnotise the 
boy and the audience was entranced. I was astonished. 

The film continued at this high level, and when the tiger entered weighing eight hundred 
pounds and was both a tiger and the actor who did the voice (George Sanders), I realised I 
didn’t even know how it was done - let alone ever be able to do it myself. I went back to my 
studio in shock and, through the night, I wrote a long fan letter. 

in those scenes I thought I had recognised the hand of the great Disney genius Milt Kahl, who 
Ken Harris had raved about. The first name on the directing animator's credits was Milt Kahl, so 
I assumed the work that stunned me had been Milt's. And it turned out that it was - except 
for one shot that was by Oliie Johnston. Johnston and Frank Thomas had done lots of other 
marvellous work in the picture. 

So I wrote to Milt saying that 1 thought The Jungle Book was the absolute high point of pure 
animation performance and that I didn't think it would ever be possible for anyone outside the 
Disney experience to reach that pinnacle. 

It turned out Milt said it was the best letter they ever had - and even better, that he knew my 
work a bit and wanted to meet me. 

Irrepressible ambition made me change my opinion that they alone couid attain such heights; 
I figured, I think correctly, that given talent, experience, persistence - plus the knowledge of the 
experts - why should everything not be possible? 

I couldn't stand it any more. I had to know everything about the medium and master all aspects 
of it. Cap in hand, I made yearly visits to Milt and Frank Thomas, Oliie Johnston and Ken 
Anderson at Disney. 

One of the most important things Milt said was; 'Our animation differs from anyone else’s 
because it is believable. Things have weight and the characters have muscles and we're giving 
the illusion of reality.' 
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A powerhouse of animation knowledge. From the left - Ken Harris, Grim Natwick and Art Babbitt, with students 
Richard Purdum and me outside my Soho Square studio in London, 1973. 



But how to make it believable? I didn't go there to drink Milt's bathwater or to find out what 
Frank Thomas had for breakfast. I would fire my carefully prepared list of questions at them and 
later write down everything they said. These wonderful virtuosos became my friends and were 
incredibly generous with their help. As Milt said, ‘If you ask questions you find out what you 
want to know, /f you're lucky enough to ask someone who knows.' 

I was also fortunate enough to enlist the marvellous legendary animator Art Babbitt as a 
collaborator and teacher. Babbitt had developed Goofy and animated the Mushroom Dance 
in Fantasia. He 'dumped his kit' of knowledge by giving several month-long in-house seminars 
as well as working with me in my London and Hollywood studios for several years. 

In 1973, 1 hired the eighty-three-year-old - but still brilliant - Grim Natwick as a 'live-in' tutor in 
my London studio. Grim had made his name designing Betty Boop and animating most of Snow 
White herself in Snow White and the Seven Dwarfs. I also worked closely with Emery Hawkins 
who Ken Harris regarded as the most imaginative animator. Emery was wildly creative and rotat- 
ed in and out of every studio. I was also able to work for a short time with Abe Levitow, Gerry 
Chiniquy and Cliff Nordberg. Dick Huemer, one of the first New York pioneer animators, and later 
a key Disney story director {Snow White and the Seven Dwarfs, Dumbo, Fantasia and all the early 
Disney features) also gave me a very clear picture of the early days of animation. 

Most of them are gone now but this book is full of their accumulated knowledge and craft. 
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I scribbled this of Mrit when he was lecturing us at my 
studio. Milt is saying, 'Don't listen to Dick, he's too 
technical.' 



Milt was always encouraging me to do my own personal 
more unconventional work, which he liked - but I 
wanted the knowledge first. 



Two geniuses at once tutor the author ~ Frank Thomas 
standing and Milt Kahl at the desk, early 1970s. 
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Used by permission froni Disney Enterpn-SeS, Inc 



7 







' ^ he Arthurian Legend' was a formidable professor who regarded the professional skills of the 
animator as being equivalent to those of a concert pianist, 
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Art in action: his first month long seminar at my London studio was like water In the desert for us. 
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In the three-day masterclasses Tve been giving lately, some experienced professionals initially 
feel that we're running over material that they're quite familiar with. Then about half way 
through the seminar things deepen and on the last day it all suddenly knits together. Some even 
describe it as an epiphany. Well, it sure was for me when I finally 'got it'. 

So please read the whole thing. 

Animation is just doing a lot of simple things - one at a time! A lot of really simple things 
strung together doing one part at a time In a sensible order. 

The movie actor, Scott Wilson sat through my three-day San Francisco masterclass. To my sur- 
prise he came up at the end and said, 'Of course you realise, Dick, that this whole thing has 
been about acting.' 

i said, 'What?' and Scott said, 'These are the exact equivalent methods, exercises and 
analyses we actors do in our acting workshops.' 

So acting is Intrinsically part of the whole. And if you can't draw or articulate movement 
how are you ever going to do the acting? 

Someone once asked Milt Kahl; 'How did you plan out the counteraction you used on that 
character?' 

Milt blew up: 'That's the wrong way to look at it! Don't think of it like that! I just concen- 
trate on giving the performance - that's what's important! The play's the thing. You'li get all 
tangled up if you think of it in a technical way!' 

Of course he's right, if a musician knows his scales, he can concentrate on giving the perform- 
ance and bringing out the ideas inherent in the music. But if he constantly has to think of the 
mechanics of what he's doing - then he can hardly play. 

Therefore, if we know and understand all the basics - then we've got the tools to create. 
Only then we can give the performance! 



This book is an anatomy course in animation. Just like an anatomy course in life drawing, it 
shows you how things are put together and how they work. This knowledge frees you to do 
your own expression. 

It takes time. I didn't encounter Ken Harris until i was nearly forty and he was sixty-nine. I had 
to hire most of my teachers in order to iearn from them. 

I hired Ken iii order to get below him and be his assistant, so I was both his director and his 
assistant. I don't know if this is original, but I finally figured out that to learn or to 'understand' I 
had to 'stand under' the one who knows in order to catch the drippings of his experience. 

There's a tale about a decrepit old Zen master wrestler. A very fit and brilliant young wrestler 
begs the old master to take him on and show him the master's ninety-nine tricks. 

The old man says, ‘Look at me. I'm old and decrepit and I'm not interested.' 

The young man keeps pestering the old man who says, 'Look, son, I'm fragile now and 
when I show you the ninety-nine tricks, you'll challenge me, they always do - and look at 
me, you'll make mincemeat of me.' 
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The Charge of the Light Brigade, 1 968 



'Please, oh please, master,' pleads the powerful young man, ‘I promise I will never chal- 
lenge you! Oh please teach me the ninety-nine tricks.' 

So reluctantly the old man teaches him until the young man has mastered the ninety-nine 
tricks. The young man becomes a famous wrestler and one day takes his master into a room, 
locks the door and challenges him. 

The old man says, ‘I knew you'd do this - that's why I didn't want to teach you in the first 
place.' 

'Come on, old man, there's just me and you in here,' says the young one, 'Let's see what 
you're made of.' 

They start and right away the oid man throws the young fellow out of the window. The 
crumpled-up young man moans up from the street below, 'You didn't show me that one!' 

'That was number one hundred,' says the old man. 

This book is the ninety-nine tricks. The hundredth trick is called talent. 

I became a repository for various strands of animation lore and I've taken all this stuff and given 
it my own twist. The goaf here is to master the mechanics in order to do new things. Get the 
mechanics into your bloodstream so they just become second nature and you don't have to 
think about them and can concentrate on giving the performance. 

1 remember once saying to Emery Hawkins (a wonderful, unsung animator), Tm afraid my 
brains are in my hand.' 

Emery said, 'Where else would they be? It's a language of drawing. It's not a language of 
tongue.' 

So everything I know about animation that I can put into words, scribbles and drawings is here 
in this book. 
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DRAWING IN TIME 

why animate? Everyone knows it's a lot of hard work doing all those drawings and positions. 
So what's the hook? Why do It? 

Answer: Our work is taking place in time. We've taken our 'stills' and leapt into another 
dimension. 

Drawings that walk: seeing a series of images we've made spring to life and start walking 
around is already fascinating. 

Drawings that walk and talk: seeing a series of our drawings talking is a very startling expe- 
rience. 

Drawings that walk and talk and think: seeing a series of images we've done actually go 
through a thinking process - and appear to be thinking - is the real aphrodisiac. Plus creating 
something that is unique, which has never been done before is endlessly fascinating. 

We've always been trying to make the pictures move, the Idea of animation is aeons older than 
the movies or television. Here's a quick history; 




Over 35,000 years ago, we were painting animals on cave walls, sometimes drawing four pairs 
of legs to show motion. 
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In 1600 5C the Egyptian Pharaoh Rameses II built a temple to the goddess Isis which had 110 
columns. Ingeniously, each column had a painted figure of the goddess in a progressively 
changed position. To horsemen or charioteers riding past - Isis appeared to move! 




The Ancient Greeks sometimes decorated pots with figures in successive stages of action. 
Spinning the pot would create a sense of motion. 




As far as we know, the first attempt to project drawings onto a wall was made in 1640 by 
Athonasius Kircher with his 'Magic Lantern'. 
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Kircher drew each figure on separate pieces of glass which he placed in his apparatus and pro- 
jected on a wall. Then he moved the glass with strings, from above. One of these showed a 
sleeping man's head and a mouse. The man opened and dosed his mouth and when his mouth 
was. open the mouse ran in. 

Although photography was discovered as early as the 1830s, most new devices for creating an 
illusion of movement were made using drawings, not photos. 

In 1824 Peter Mark Roget discovered (or rediscovered, since it was known in classical times) 
the vital principle, 'the persistence of vision'. This principle rests on the fact that our eyes 
temporarily retain the image of anything they've just seen. If this wasn't so, we would never 
get the illusion of an unbroken connection in a series of images, and neither movies nor ani- 
mation would be possible. Many people don't realise that movies don't actually move, and that 
they are still images that appear to move when they are projected in a series. 

Roget's principle quickly gave birth to various optical contraptions: 




The Thaumatrope: A cardboard disc mounted on a top - or held between two pieces of string. 
A birdcage drawing is on one side and a bird on the other. When the top is spun or the strings 
are pulled the disc twirls, the images merge and the bird seems to be in the cage. 





The Phenakistoscope: Two discs mounted on a shaft - the front disc has slits around the edge 
and the rear disc has a sequence of drawings. Align the drawings with the slits, look through 
the openings and as the discs revolve we have the illusion of motion. 
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The 'Wheel of Life' (or the Zoetrope): Appeared in the USA in 1867 and was sold as a toy. Long 
strips of paper with a sequence of drawings on them were inserted into a cylinder with slits in 
it. Spin the cylinder, look through the slits and the creature appears to move. 



The Praxinoscope; Devised by the Frenchman Emile Reynaud in 1877, He was the first to create 
short sequences of dramatic action by drawing on a 30 foot strip of transparent substance 
called Xrystaloid'. This opened the way for the tremendous advances to come. 




The Flipper book; In 1868 a novelty called 'the flipper book' appeared worldwide and it 
remained the simplest and most popular device. It's just a pad of drawings bound like a book 
along one edge. Hold the book in one hand along the bound edge and with the other hand flip 
the pages and 'see 'em move*. The result is animation - the illusion of continuous action. 
Drawings in time. 
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This is the same as school kids making drawings in the corners of their math books and flipping 
the pages. 




Today the 'classical' animator still flips his drawings the same way as a flipper book before 
testing it on the video or film camera. He places the drawings in sequence, with the low num- 
bers on the bottom, then flips through the action from the bottom up. Eventually he should get 
good enough at it to approximate actual screen time and spot any errors or drawings that need 
altering. Now that we have the video camera with its instant playback of the drawings at film 
speed, not everyone learns to flip. 
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In 1896 a New York newspaper cartoonist James Stuart Blackton interviewed the inventor 
Thomas Edison who was experimenting with moving pictures. Blackton did some sketches of 
Edison, who was impressed by Blackton's speed and drawing facility and asked him to do some 
drawings in a series. Later, Edison photographed these - the first combination of drawings and 
photography. In 1906 they publicly released Humorous Phases of Funny Faces. A man puffed a 
cigar and blew smoke rings at his girl friend, she rolled her eyes, a dog Jumped through a hoop 
and a juggler performed. Blackton used about 3000 'flickering drawings' to make this first ani- 
mated picture - the forefather of the animated cartoon. The novelty brought explosions of 
laughter and was an instant hit. 
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A year later Emile Cohl made and showed his first animated film at the Follies Bergeres In Paris. 
The figures were childlike - white lines on black - but the story was relatively sophisticated: a 
tale of a girl, a jealous lover and a policeman. He also gave lampposts and houses intelligence 
and movement, with emotions and moods of their own. Cohl's work prefigures the later ani- 
mation dictum, ‘Don't do what a camera can do - do what a camera can't do!' 

Winsor McCay, brilliant creator of the popular comic strip Little Nemo in Siumberland, was the 
first man to try to develop animation as an art form. Inspired by his young son bringing home 
some flipper books, he made 4000 drawings of 'Little Nemo’ move. These were a big hit when 
flashed on the screen at Hammerstein's theatre in New York in 1911. 

As another experiment he drew a bizarre short film, How a Mosquito Operates, which was also 
enthusiastically received. 







Then in 1914 McCay drew Certie the Dinosaur and McCay himself performed 'live' In front of 
the projected animation, holding an apple in front of Gertie and inviting her to eat. Gertie 
lowered her long neck and swallowed the fruit - astounding the audience. This was the first 
'personality' animation - the beginnings of cartoon individuality. It was so lifelike that the 
audience could identify with Gertie. It was a sensation. 
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In McCay's words: 'I went into the business and spent thousands of dollars developing this 
new art. It required considerable time, patience and careful thought ~ timing and drawing the 
pictures [my italics]. This is the most fascinating work I have ever done ~ this business of 
making animated cartoons live on the screen.' 




V 

McCay also made the first serious dramatic cartoon, The Sinking of the Lusitaniar in 1918. 
A war propaganda film expressing outrage at the catastrophe, it was a huge step forward in 
realism and drama - the longest animated film so far. It took two years of work and needed 
25,000 drawings. 

Later, as an older man being celebrated by the younger funny-cartoon animators in the busi- 
ness, McCay lashed out at them saying that he had developed and given them a great new art 
form which they had cheapened and turned into a crude money-making business done by hack 
artists. 

h 

This well defines the endlessly uncomfortable relationship between the pioneering artist/ide- 
aiist and the animation industry - working to comfortable and predictable formulas. 

Still doth the battle rage . . . 

In the twenties Felix the cat became as popular as Charlie Chaplin. These short Felix cartoons 
were visually inventive, doing what a camera can't do. But more importantly a real personality 
emerged from this flurry of silent, black and white drawings and Felix 'himself' connected with 
audiences worldwide. 

The Felix cartoons led straight to the arrival of Walt Disney, and in 1928, Mickey Mouse took 
off with his appearance in Steamboat Willie - the first cartoon with synchronised sound. 



17 




1 - 



c 

c. 

Wd 

E 

Lu 





The brilliant Ward Kimball, who animated Jtminy Cricket in Ptnocchio and the crows in 
Dumbo, once told me, ‘You can have no idea of the impact that having these drawings suddenly 
speak and make noises had on audiences at that time. People went crazy over it.‘ 




Disney followed Steamboat Willie with The Skeleton Dance. For the first time, action was co- 
ordinated with a proper musical score. This was the first Silly Symphony. Ub Iwerks was chief 
animator on both films and a lot of the sophisticated action of The Skeleton Dance still holds 
up today. 




Disney leapt forward again in 1932 with Flowers and Trees - the first full colour cartoon. 
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Then he followed it one year later with Three Little Pigs. This had a major impact because of its 
fully developed 'personality' animation - clearly defined and believable separate personalities 
acting so convincingly that the audience could identify with and root for them. Another first. 




Astonishingly, only four years after that, Disney released Snow White and the Seven Dwarfs, 
the world's first fully-animated feature-length film, raising cartoon drawings to the level of 
art and holding the audience spellbound for eighty-three minutes. A truly staggering feat 
accomplished in an incredibly short space of time. (It's said that many of the artists booked 
themselves in advance into hospital to recover from the effort of completing the film.) 

The tremendous financial and critical success of Snow White and the Seven Dwarfs became the 
foundation of Disney's output and gave birth to the 'Golden Age' of animation; Pinocehio, 
Dumbo, Bambi and Fantasia, as well as the Silly Symphonies and Donald Duck and Mickey 
Mouse shorts. 
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Surrounding the potent Disney centre were the satellite studios: Max Fleischer with two fea- 
tures - Gulliver's Travels and Mr Bug Coes to Town - and Popeye shorts; Warner Bros' Looney 
Tunes and Merrie Melodies with Bugs Bunny, Daffy Duck, Porky Pig; MGM with Tom and Jerry, 
Droopy and the great anarchic Tex Avery shorts, and Walter Lantz with Woody Woodpecker. 
Fed as they were by the knowledge and expertise emanating from the Disney training centre, 
their much wilder humour was often in reaction to or in rebellion against Disney 'realism' and 
'believability'. 

But after the Second World War the situation changed. 

The arrival of television and its voracious appetite for rapidly produced product demanded sim- 
pler and cruder work. 1950s stylisation gave birth to UPA studios in Hollywood who created 
Mr. Magoo and Gerald McBoIng Botng. UPA's approach was regarded as more graphically 
sophisticated than Disney and used more 'limited' and much less realistic animation. At the 
same time there was a worldwide flourishing of personal, experimental and 'art house' ani- 
mated films made in new ways with many different techniques and with very different content 
to the Hollywood product Animators were reinventing the wheel stylistically but were ignorant 
of the structural knowledge developed in Hollywood's Golden Age. 

This knowledge, though residing in the hands of the originators, was generally ignored as 
being ‘old hat' or was forgotten in the following thirty years. 

However, in the last few years, the renaissance of animation as a form of mass entertainment 
is giving rebirth to the old knowledge. The startlingly successful InnovatTons of computer ani- 
mation are helping to transform animation in all it's multi-faceted forms into a major part of the 
entertainment mainstream. Alongside this, there is also the explosion in the computer games 
industry. 

if drawn 'classical' animation is an extension of drawing, then computer animation can be seen 
as an extension of puppetry - high tech marionettes. .Both share the same problems of how to 
give a performance with movement, weight, timing and empathy. 

The old knowledge applies to any style or approach to the medium no matter what the 
advances in technology. Most of the work methods and devices in this book were developed 
and refined in the Hollywood animation studios between 1930-1940. 

I've co-ordinated what I've learnt from various approaches and I'm presenting it here in a form 
based on my own experience in this medium - with its limitless possibilities of imagination. 

Emery Hawkins said to me, 'The only limitation in animation is the person doing it. Otherwise 
there Is no limit to what you can do. And why shouldn't you do it?' 
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I meticulously painted this poster for the 19S1 London Film Festival Everybody said, 'Oh, I didn't know you did collage.' 
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TIME TO DRAW 



This section is reaily for classical animators. However, I haven't been surprised to find that most 
of the leading computer animators draw rather well, so it may be interesting to them too. It 
certainly helps enormously to be able to put down your Ideas - even In stick figures. For the 
classical animator It Is crucial. 

Drawing should become second nature, so that the animator can concentrate on the actual 
actions and the timing of them and give the performance life. 

When you're doing cartoons all the time, it's very easy to slide into formula drawing. During 
the making of Who Framed Roger Rabbit t found this pinned up on our notice board; 



. T"H{5 Foft. 

Cc>*Avc 
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Life drawing Is the antidote to this. 






When you're doing life drawing, you're all alone. One of the main reasons animators - once 
they become animators - don't like to spend their evenings and spare time life drawing Is 
because it's not a collaborative operation. 

Animation is usually a group effort, and one has the stimulus of constant Interaction, both 
competitive and co-operative, with the cut and thrust, highs and lows, political factions of 
complaint and Inspiration, all the tensions and anxieties, rewards and excitement of group 
production. 
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With life drawing there's no one to admire your efforts - rather the reverse. It's always shocking 
to find you're not as advanced or skilled as you thought you were, and since it's about the hard- 
est thing to do with no rewards other than the thing itself - it's no wonder few do it or stick at it 

Most animators are exhausted at the end of a day's work and have families to go to. Also, one 
has to do a lot of life drawing to get anywhere - not just a bit at a time here and there. 

But the fact remains that there is no replacement for the hard work of solid life drawing. 

There is one payoff and it is substantial - the gradual and fundamental improvement of all 
one's work. 

Winsor McCay once said; 'If i were starting over again, the first thing I'd do would be to make 
a thorough study of draftsmanship. I would learn perspective, then the human figure, both 
nude and clothed, and surround It with proper setting.' 

And Milt Kahl said: 'I don't think it's possible to be a top notch animator without being an 
excellent draftsman. You have to try for the whole thing, you know, got to know the figure. 
Know the figure well enough so that you can concentrate on the particular person - on the 
difference - why this person is different from somebody else. The ability to draw and be able 
to turn things and the ability, the knowledge that enables you to caricature and to exaggerate 
in the right direction and emphasise the difference between things is what you’re doing all the 
time. Any time you're doing a strong drawing of anything well, your drawing is strong because 
you're depicting why this is different from something else. You need that figure-drawing back- 
ground in order to sharpen. Every animator should have this background and unfortunately 
they don't! You just can't know too much, if you're going to lampoon something, or do a satire 
- you have to understand the straight way. it gives you a jumping-off point, it gives you a 
contrast. You fust do it and do It . . , and do it!' 
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Art Babbitt is blunter: ‘If you can't draw - forget it. You're an actor without arms and legs.' 

But we can learn to draw. There's the myth that you are either a born draftsman or not. Wrong! 
Obviously, natural talent is a great help and the desire is essential^ but drawing can be taught 
and drawing can be learnt. Its best to have done a ton of it at art school to get the foundation 
in early. But it can be done at any time. Just do it. 

Here are three pieces of drawing advice that were given to me - and which stuck. 

When I was fifteen years old and really keen on being an animator, I took a five day*and-nlght 
bus trip from Toronto to Los Angeles, and walked up and down outside the Disney Studio fence 
for days hoping to get inside. Finally an advertising friend of my mother’s saw my drawings and 
rang up the Disney PR department, and they took me into the Studio for two days; they were 
very kind to me and even did a press story on me. 

It was there that I received my first piece of great advice. Richard Kelsey (Disney story artist and 
designer/illustrator) said, 'First of all, kid, learn to draw. You can always do the animation stuff 
later.' 

> 

I desperately wanted to become an animator and I produced my sketches of Disney characters, 
which were kind of at the Roger Rabbit level since I was a precocious little bastard. Dick Kelsey 
looked at them and said, 'Yes, but I mean really iearn to draw.' 
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-T: Kelsey with eager beaver. Disney studios. 1948. My commercial work, age 17. 



Weeks later when I was getting on the bus to go home to Toronto, I rang Dick up and asked 
again, 'What do you think I should do?' - 'Learn to draw!' he said. 

One great regret I have in my life Is that forty years later, when I was animation director on 
Who Framed Roger Rabbit, I saw Dick in the Disney canteen out of the corner of my eye, but I 
was so caught up in the production pofitics I didn't break away to go over and thank him. I 
never had another chance. 

After my trip I went straight to art school and received the second piece of advice, from a great 
teacher and superb draftsman, Eric Freifield, then teaching at the Ontario College of Art. He 
looked at my life drawings and said, 'Well, here's a clever little fellow who's never seen any- 
thing.' I said, 'What should I do?' He said, 'Go to the library and look at Albrecht Durer for two 
years.' I did. And not surprisingly my interest in animation vanished for years, 

I paid my way through art school by knocking off Disneyesque dog food ads like the one 
above - at the same time doing 'realismo social' like this lithograph of a revival meeting 
‘Where the healing waters flow'. 

After that I lived in Spain for a couple of years doing paintings like these until a totally 
unexpected affliction by the animation bug got me. Forty years later a top executive on Who 
Framed Roger Rabbit kept referring to me as 'artsy craftsy' or 'artsy fartsy'. How did he ever 
know? He must have smelt it as there was no sign of it in my animation. 
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The third piece of drawing advice came many years later - I was fifty - when I was pretty 
accomplished, and it came from a much younger man. My talent is primarily 'linear', which 
makes cartooning easy. However, since animators have to enclose their shapes, there Is a ten- 
dency to end up just drawing outlines -- like colouring-book figures. In other words, animators 
don't usually draw from the inside-out, like a sculptor does. Sculpture had been my weakest 
subject “ although I'd done a lot of life drawing and had a grounding in basic anatomy. 

John Watkiss - then a twenty-three-year-old, self-taught, brilliant draftsman and anatorhist - 
held his own life drawing classes in London. (Recently he was one of the principle designers of 
Disney's Tarzan.) I used to hire John periodically to do presentation artwork and we were 
friendly. 1 went to John's evening life classes for a while and one day John, who is ruthlessly 
honest, pointed to my drawing and said, 'Hey! You missed a stage!' I felt like a butterfly pinned 
to the wall. He was right I knew exactly what he meant. I was weak from a sculptural point of 
view. I was too linear. 

Years later, when I had dropped out of the 'industry' part of animation, I re-studied my anato- 
my and worked on drawing from the inside-out. I advanced backwards and filled in the 
missing stage. 
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I showed my ex~Miustrator mother several of these life drawings when she was bed-bound just 
before she died. 'I've been working at reconstituting myself, Mom, doing all these drawings.' 
She looked at them carefully for some time, then said, ‘Very nice, very nice . . . Nothing new.’ 
Advice from the inside - from one's family - somehow doesn't have the same impact as from 
the outside. However my mother had once said, 'When you go to art school, you’ll find every- 
body sitting around practising how to do their signature,' and sure enough, there they were, 
some of them doing just that. 

She also gave me this great advice: 'Don't try to develop a style. Ignore style. Just concen- 
trate on the drawing and style will just occur.' 

Of course there's an opposing view to all of this 'you've got to learn to draw’ stuff. 

The great Tex Avery, master of animation's ability to do the impossible and make the unreal 
spring to life - and the first director of Bugs Bunny and Elmer Fudd - said: 

*1 was never too great an artist. I realised there at Lantz’s that most of those fellows could 
draw rings around me ... I thought. Brother! Why fight it? i'll never make it! Go the other 
route. And I'm glad I did. My goodness, I've enjoyed that a lot more than I would have 
enjoyed just animating scenes all my life.' 
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Tex stopped animating and became a great, original and innovative director. The biographer 
John Canemaker said: 'While Disney in the 1930s was trying to convince the audience of the 
"reality" of his characters in his film world, by creating his "iliusion of itfe", Tex went in the 
opposite direction, celebrating the cartoon as cartoon, exploring the medium's potential for 
surrealism.' He never let audiences forget they were watching an animated film. 

Tex had a twenty-year run with his wildly funny approach to the medium, but he found it 
impossible to sustain. 'I'm burned out,' he said. His colleague, animator Mike Lah said, 'He 
didn't have any more space. He used It up.' 

I love Tex Avery's cartoons - his drawings and character designs. His Droopy is my favourite 
cartoon character. One of the nice things about doing Who Framed Roger Rabbit was to emu- 
late Tex Avery's humour - 'But not so brutal!' were my instructions. Though, as Milt said, 'You 
have to try to have the whole thing.' 

! am convinced that if an animator's drawing foundation is strong, he will have the versatility 
to go In all the different directions possible at his fingertips. He'll be able to draw anything - 
from the most difficult, realistic characters, to the most wild and wacky. And it's not likely he'll 
exhaust his resources and suffer burn-out. 

Because of his strong drawing ability. Milt Kahl was usually saddled with animating 'the Prince' 
or Disney's 'straighter' characters - which of course are the hardest ones to do. Whenever any- 
one criticised his work, he'd say, 'OK, you can do the Prince.' And they'd soon vanish. 

Word spread among the more 'cartoony' artists that, 'Milt draws beautifully but he can only do 
the straight stuff and he can't handie zany stuff at all.' Then, between features. Milt animated 
most of Tiger Trouble, a 'Goofy' short. Everybody shut up, and stayed shut up. His work is a 
classic of broad and crazy animation. 

'If you can draw funny that's enough' is an animation myth that's been around a long time, and 
still seems to persist. This is because a few of the early animators lacked sophisticated drawing 
skills - but nevertheless were very inventive and excellent at getting the essence of the drama 
and performance. 

The myth was that all they needed was to have a good draftsman as an assistant to do the final 
drawings and everything would be fine. But in the mid thirties, when the new wave of young 
animators with better drawing skills came on the scene and learned from the old guys, the 
ground was soon littered with out-of work animators who could only handle the cruder car- 
toons. The new breed of better draftsmen took their jobs away from them, if the present boom 
in this medium ever contracts it's certain that the more skilled artists will be the survivors. 

Bill Tytia - famous for his animation of Stromboli in Pinocchio, the Devil in 'Night on Bald 
Mountain' from Fantasia, and Dumbo with his mother - once said: 'At times you will have to 
animate stuff where you can't just be cute and coy. Those are the times when you'll have to 
know something about drawing. Whether it's called form or force or vitality, you must get it 
into your work, for that will be what you feel, and drawing is your means of expressing it.' 
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Obviously ail this doesn't apply so much to computer animators since the 'maquette' of the 
character is already planted inside the machine, ready to be manipulated. But since most of the 
leading computer animators draw rather well, many work out their positions in small sketches, 
and, of course, the planning, layout and story artists and designers draw exactly the same as 
their classical equivalents. 

I had an unnerving experience in Canada when a friend asked me to give a one-hour address to 
a large high school gathering of computer animation students. They had a very impressive 
set-up of expensive computers but, from what I could see of their work, none of them seemed 
to have any idea of drawing at all. During my talk I stressed the importance of drawing and the 
great shortage of good draftsmen. 

A laid-back greybeard professor interrupted to inform me, 'What do you mean? Ail of us 
here draw very well.' 

Words failed me. 

At the end of the talk, I showed them how to do a basic walk, and as a result got mobbed 
at the exit, the kids pleading desperately for me to teach them more, i escaped, but I'm afraid 
that's what the situation is out there - a lack of any formal training and no one to pass on the 
'knowledge'. 

You don't know what you don't know. 

One of the problems rampant today is that, in the late 1960s, realistic drawing generally 
became considered unfashionable by the art world, and no one bothered to learn how to do it 
any more. 

The Slade school in London used to be world-famous for turning out fine British draftsmen. A 
distinguished British painter who taught at the Slade asked me, 'How did you learn how to do 
animation?' I answered that I was lucky enough to have done a lot of life drawing at art school, 
so without realizing It I got the feeling for weight which is so vital to animation. 

Then I said, 'What am I telling you for? You're teaching at the Slade and it's famous for Its 
life drawing and excellent draftsmen.' 

'If the students want to do that/ he said, 'then they've got to club together and hire them- 
selves a model and do it in their own home.' At first I thought he was joking - but no! Life 
drawing as a subject went out years ago. It wasn't even on the curriculum! 

I had a boyhood friend who became a bigwig in art education circles. He ran international 
conferences of the arts. About sixteen years ago he invited me to Amsterdam to a conference 
of the deans of the leading American art colleges. He knew me well enough to know I was 
bound to say controversial things, so I was invited as his wild card. 

In my talk I found myself lamenting the lack of trained, talented artists and that i was ham- 
pered in my own studio's work because I couldn't find trained disciplined artists to hire. The 
applicants' portfolios were full of textures, abstract collages, scribbles, often nude photos of 
themselves and friends. No real drawing. I didn't realise how strongly I felt about this and as I 
talked I found myself nearly in tears. 
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My advertising campaign design for Mike Nichols' The Graduate. A foundation of life drawing was invaluable 
when I had to draw this simple feg for this movie logo. 









I harangued the deans of the art schools for failing in their duty to provide proper skills to their 
students. Surprisingly, when I finished, the deans called an emergency meeting to which i was 
invited. 'Look Mr. Williams,' they said, ‘you're right, but we have two problems. Number one: 
since classical drawing was rejected years ago, we have no trained teachers who can draw or 
teach conventional drawing as they never learned it themselves. And number two: our mostly 
rich students - on whom we count for our funding - don't want to learn to draw. They would 
rather decorate themselves as living works of art - and that’s exactly what they do.' 

So I said, 'Look, all 1 know is that i can't find people to hire or train: but otherwise I don't know 
what you can do.' 

They said, 'Neither do we.' 

Lately things have improved somewhat. So-called classical drawing seems to be coming back, 
but with a hyper-realistic photographic approach because skilled artists are thin on the ground. 
Shading isn't drawing, and it isn't realism. 

Good drawing is not copying the surface, it has to do with understanding and expression. We 
don't want to learn to draw just to end up being imprisoned in showing off our knowledge of 
joints and muscles. We want to get the kind of reality that a camera can't get. We want to 
accentuate and suppress aspects of the model's character to make it more vivid. And we want 
to develop the co-ordination to be able to get our brains down into the end of our pencil. 

Many cartoonists and animators say that the very reason they do cartoons Is to get away from 
realism and the realistic world into the free realms of the imagination. They'll correctly point 
out that most cartoon animals don't look like animals - they're designs, mental constructs. 
Mickey ain't no mouse, Sylvester ain't no cat. They look more like circus clowns than animals, 
Frank Thomas always says; 'If you saw Lady and the Tramp walking down the road, there's no 
way that you are going to buy that they're real dogs.' 

But to make these designs work, the movements have to be believable - which leads back to 
realism and real actions, which leads back to studying the human or animal figure to under- 
stand its structure and movement. What we want to achieve Isn't realism, it's believability. 

While Tex Avery released the animator from the more literal approach in order to do the impos- 
sible, he was only able to do it so successfully because his animation was mostly done by 
Disney drop-outs who already had ‘the Disney knowledge' of articulation, weight, etc. So, 
ironically, his rebellion, his ‘going the other route', had its basis in an underlying knowledge of 
realism. 

But don't confuse a drawing with a map! We're animating masses, not lines .So we have to 
understand how mass works in reality, in order to depart from reality, our work has to be based 
on reality. 
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IT'S ALL IN THE TIMING AND THE SPACING 



I met Grim Natwick {born Myron Nordveig) in a Hollywood basement when he was in his 
eighties. Grim was the oldest of the great animators, being already in his forties when he 
animated eighty-three scenes of Snow White in Disney’s Snow White and the Seven Dwarfs. 
Previously, he'd designed Betty Boop for Max Fleischer, for which he received nothing and was 
furious about it ‘til the day he died, aged 100. 

ni never forget the image of this big Norwegian American sitting in the golden twilight, 
extending his long arms and spatula hands saying . . . 



,..A-A-A- AHlWTir:>N IT's.. A-A-ALi- 

IN TWr TihAlNQ. ■■■A-A-ANP M 
THP SPAQWGr ■■■/ Pom PAiXZB ) . ■ 



. . . srMY-y-y- n-n<a b.... ihat 

AMBPICAI^S. wepe the oabb> 

To WOPK THIB OUT . , 
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The bouncing ball says it all. 

The old bouncing-ball example is often used because it shows so many different aspects of 
animation. 

A ball bounces along. 




and where it hits - the 'boinks' - that's the timing. The impacts - where the ball is hitting the 
ground - that's the timing of the action, the rhythm of where things happen, where the 'accents' 
or 'beats' or 'hits' happen. 

And here's the spacing. 




The ball overlaps itself when it's at the stow part of its arc, but when it drops fast, It's spaced 
further apart. That's the spacing. The spacing is how dose or far apart those clusters are. That's 
it. It's simple, but it's important. The spacing Is the tricky part. Good animation spacing is a rare 
commodity. 
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So we have: 




The two basic elements of animation. 

To experience this, take a coin and film it in stages under a video camera. 




First plot out the timing-where you want the ball to hit the ground. Then push the coin around 
- taking a picture at each frame - and see what looks right or wrong. Try it with different 
timings and spacing. You're already animating. You're already dealing with the important 
fundamentals and you haven't even made a single drawing. You're doing pure animation 
without any drawings. 
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Hidden in this simple test is the weight of the ball - how it feels, light or heavy; what it's 
made of. Is it large or small, moving fast or slow? This will all emerge if you do several tests 

- which only take a few minutes to do. The importance of the timing and the spacing will 
become obvious. 

Because you did it, a certain amount of personality will creep into the action - whether the ball 
is deliberate, slow, jaunty, erratic, cautious, even optimistic or pessimistic. 

And all this, before you've made a single drawing. This reveals how important and dominant 
the timing and the spacing is. Even if the ball positions were drawn in detail by Michelangelo 
or Leonardo da Vinci, the timing and the spacing of the drawings will still dominate. 

Another interesting way to experience the difference between timing and spacing right away 
is this: 

Let's put a coin under the video camera and move it across the page (or screen) in one second 

- 24 frames of screen time. That's our timing. 

We'll space it out evenly - and that's our spacing. 
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Now we'll keep the same timing - again taking one second for the coin to move across the 
page. But we'll change the spacing by slowly easing out of position number 1 and easing grad- 
ually into position number 25. 




tiOl^ Hoi-P 



It still takes one second for the coin to get over there. It has the same timing - but there is very 
different movement because of the different spacing. Both start together - and both hit the 
middle together - but the spacing is quite different. And so the action is very different. 



38 



You could say that animation is the art of timing. But you could say that about all motion 
pictures. 

The most brilliant masters of timing were the silent comedians: Charlie Chaplin, Buster 
Keaton, Laurel and Hardy. 

Certainly for a film director, timing is the most important thing. For an animator, it's only half 
the battle. We need the spacing as welt. We can have a natural feel for timing, but we have to 
learn the spacing of things. 

One other thing; The bouncing ball example Is often used to show animation 'squash and 
stretch' - that is, the ball elongates as it falls, flattens on impact with the ground and then 
returns to its normal shape In the slower part of its arc. 

It might squash and stretch this way if it was a very soft ball with not much air in it, but what 




i’ve found is that you can get a good enough effect with a rigid coin - provided the spacing of 
ft was right - so this added technique is not always necessary. Certainly a hard golf ball isn't 
going to bend alt over the place, in other words, if you do this squishy squashy thing too much, 
everything comes out a bit 'spioopy', like it's made of rubber. Life ain't like that. At least most 
of ft ain't. More about this later. 




Golf ball bounce, 1951 

ifeving established all this, let's go to lesson one: 
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Stills from Charles Dickens' A Christmas Carol. 1972. We're starting to get better; I got my first Oscar for this half- 
hour film made originally for TV. You wouldn't think a lot of this was drawn by Bugs Bunny animators! ft couldn't 
have been done without Ken Harris who earned the load on Scrooge. Towards the end, Chuck Jones (the Executive 
Producer) ient us Abe Levitow, a great unsung animator with ma)estic qualities. We also had help from Disney alumni 
George Nicholas and Hal Ambro^ My own stalwarts were Richard Purdum, Sergio Simon etti and Roy Naisbitt, 
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LESSON ONE 



UNPLUCI 

Unplug! Take off your head phones! Turn off the radio! Switch off the CD! Turn off the tape! 
Close the door. 

Like many artists, I had the habit of listening to classical music or Jazz while working. On one 
of my first visits to Milt Kahl I innocently asked: 



CMssfQVL /VI US 1C m 11^ you're ? 
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Since it came from a genius, this made quite an impression on me. After this I learnt to face the 




This has been the case with many artists when I've passed this wisdom along. Recently, two 
previously sound-addicted computer animators were shocked to find that their plugged-in 
colleagues Instantly made them objects of ridicule for not having wires coming out of their 
ears. They were even more surprised at the startling improvement in their work. 

. . . end of lesson one. 
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ADVANCING BACKWARDS TO 1940 

Let's advance backwards to approach where animators were during the 'Golden Age'. And then 
go forward from there - so we can do new things. 

The thing you are going to build on must be basic. 

Everyone wants to decorate their house with interesting pieces before putting in the corner- 
stones and supports. Everyone wants to jump ahead to the sophisticated bit - glossing over 
the dull, old support work. 

But it's the thorough understanding of the basics that produces reai sophistication. 

As Art Babbitt said: 

The knowledge that went into making little drawings come to life is in the early Disneys. 
Nobody taught us how to articulate these fanciful characters. We had to discover the 
mechanics ourselves and pass them around amongst each other. There are many styles but the 
mechanics of the old Disney animation remain.' 

They had it all worked out by 1940, around the time that Pinocchio was released. 

It was a wonderful system -■ precise and simple. 

First we'li take it bit by bit - and then we'li put it ail together. 
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A very interesting thing happened when we worked with Grim Natwick. He was so old that 
each day he tended to snap back into a different professional period of his life: one day he 
would come in and do circular 'rubber hose' animation from the 1920s, then the next day he 
would be in a 1936 *5now White' phase, making tons of smoothly moving drawings, the next 
day would be sharp, physical actions with plenty of static holds from his 1950 UPA 'Mr Magoo' 
period, then he'd be doing as few drawings as possible, as if he were animating a 1960s TV ad, 
and then the next day back into fulsome Fantasia mode. 



One day I found him drawing in an old style - something like this: 




He wasn't just showing the arc of the action - he was indicating all the different spacings on 
his drawing. 



I suddenly realised that this was probably the origin of the charts that animators put on the 
edge of their drawings 




I asked, 'Hey, Grim - did these charts just gradually move across the page away from the 
drawings? 



A far-away look came into his eyes - . Yes . . 
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In the 1920s, animators did most of the work themselves. Dick Huemer was the top New York 
animator and was working for Max and Dave Fleischer on their Mutt and Jeff series. Dick told 
me they said to him, 'Your work is great, Dick, but we can't get enough of it/ So Dick said to 
them, 'Give me someone to put in the in-between drawings and I'll do two to three times as 
much work.' And that was the invention of the 'inbetweener'. 



Dick later said in an interview that it had been the Fleischers' idea and that he just went along 
with it. But Dick actually told me that he had invented the inbetween and the inbetweener, the 
helper or assistant. 



The main drawings or extreme positions came to be called extremes and the drawings in 
between the extremes were called the inbetweens. 



The chart shows the spacing. 











We'll put in three even inbetweens between the two extremes. 



Number 3 Is smack in the middle between 1 and 5. Then we put number 2 right in the middle 
between 1 and 3 - and number 4 in the middle between 3 and 5. We've got the inbetweens 
spaced evenly. 




/ 





Take the example of a swinging pendulum: The extremes are where there is a change in 
direction - the ends of the action where the direction changes. 








48 







Because the pendulum's arm maintains its length as it swings, the middle position creates an 
arc in the action. We can see how important that middle position between the two extremes is 
going to be to us. 





It's obvious how important this middle position is. in the 1930s they called this the 'break- 
down' drawing or 'passing position' between two extremes. 



We'll add two inbetweens. 










! 



OH. 






z 



3 



4 - 



o 



Some animators underline the breakdown or passing position because it's so important to the 
action. I have the habit of doing this because it's a position which is crucial to helping us invent 
We're going tu make tremendous use of this middle position later , . . 
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If we want to make our pendulum ease in and out of the extreme positions, we'll need a 
couple more inbetweens: 




So our chart wilt look like this. 



I 1.3 ± s 

HH — ( — hh 



What we're doing is easing in or easing out of the extreme positions. 'Slowing in' or 'slowing 
out' is the classical terminology for it, but I prefer today's computer animators' terni of 'easing 
in' and 'easing out'. 

To make the action even slower at the ends, let's add a couple more inbetweens.. 




Ken Harris always called it 'cushioning' - which is a nice way to think of it. 



Master animator Eric Larson - who became the Instructor of the younger Disney animators 
says that what animation has to have 



is a change of shape. 

So, let's change from a closed hand 
to a pointing finger. 




4 \ 






if we 'ease out' of number 1 in order to point - number 5 - the chart wiii be: 




OiTi 



OUT- 
<$UT 



Alternatively, if we 'snap out' or 'speed out' of the closed hand and 'ease in' or 'cushion in' to 
the pointing finger the chart will be: 







For a more relaxed, slower action we could add more inbetweens and ease out of the closed 
hand, and speed through the middle, and then ease in to the pointing finger. 



/ 
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The animator can get away with just drawing the two extreme positions and making a chart for 
the assistant to put in all the inbetween positions. 

I was spoilt by being taught by marvellous, hardworking, top Hollywood animators and I had a 
few shocks when I worked with some of the lesser mortals. 



Here's how a Hollywood hack animator might duck the work: 

A character enters screen left . . . and goes out screen right 




To walk across the screen it's going to take 4 seconds - 96 frames. So the animator does draw- 
ing number 1 and drawing number 96 and gives this chart to the assistant and goes off to play 
tennis. He wanders back in next day and blames the assistant for the terrible result. 

This may seem far-fetched, but it does happen. 

Moving on - we know the extremes and the breakdowns are crucial to the result, but the 
inbetweens are also very important. 

The genie in the computer creates perfect inbetweens, but for 'drawing' people - getting good 
Inbetweens can be a real problem. 

Grim Natwick constantly intoned, 'Bad inbetweens wifi kill the finest animation.' 

in 1934, when the novice Milt Kahl - having Just started work at Disney — first met the great 
Bill Tytia, he told Tytia that he was working in the inbetweening department, Tytla barked, ‘Oh 
yeah? And how many scenes have you screwed up lately?* 
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Like most people starting out, I did all my own inbetweens. Then I got my first 'official' job 
animating for UPA in London. They gave me an inexperienced assistant who drew well, but this 
is what happened; 

We had a simple character of the period, a little girl called Aurora who was advertising Kia Ora 
orange drink. 'Where's the Kia Ora, Aurora?' 

She looked like this. 

I drew drawings 1 and 3 and 5, my assistant put in inbetweens 2 and 4. 




z 

4 




He had ambitions as a designer and he didn't like egg-shaped eyes like this; f f | 
He liked circular eyes like th/s: (J) /*) 

So the inbetweens all went in like this: 




The result on the screen, of course, is this: 




Wobble, wobble, wobble. 




As is common in production when racing to meet the deadline, we end up hiring anybody off 
the street who can hold a pencil. And this is what happens: 



Say a live actor is holding an animated coffee cup - 




\ 



The inbetweener from the streets doesn't understand sjmple perspective - so the curved top of 
the cup gets put in straight on the inbetweens. 




/ 





Result; 'Frying tonight/ Wobble, wobble, wobble 

And if it's this wobbly with a simple thing, just imagine what it's going to be like when we are 
dealing with complex drawings. All the shapes will be doing St Vitus's dance. So the assistants' 
or inbetweener's Job is really volume control. 

A lot of assistants worry about the quality of their line - matching the animator's line quality, t 
always say never mind the line quality - just get the volumes right Keeping the shapes and 
volumes consistent = volume control! When the thing is coloured in, it’s the shapes that we see 
- It's the shapes that dominate. 
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whenever we were under the gun and short of skilled helpers, we found if we outnumbered the 
dodgy inbetweens by three good drawings to two bad ones - we just scraped through with an 
acceptable result. 




When we only had two good ones with three bad ones in between them - the bad ones out- 
numbered the good ones and the result was lousy. 



<Sco£> 

/ 






\ — ~i 






4 



5 



BAD BAP bad 






[f the breakdown or passing position is wrong, all the inbetweens will be wrong too. 



<^PCP 

I 



0 



3 



BAP 

A~ 



S 



QrCtiP 
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/3/0 



When we're not accurate, here's what happens: The animator supplies a chart and wants equal 
Inbetweens, This is putting them in the right place. 




But let's say the assistant puts the breakdown or passing position slightly in the wrong place - 




ici , war<f,-K. 
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IN 



So: Number 4 is wrong. 

3 compounds it. 

2 compounds It more. 

And instead of ending up with fluid actions like this - 




- we'll get this all-over-the-place kind of thing. 




One thing an animator should never do Is to leave his assistant to make 'thirds'. 



1^2 4 - 

If we need to divide the chart into thirds - | ( —f— — | 



- the animator should make one of the inbetween positions himself ~ 



/ 2 - 3 4 







- in order to leave the assistant to put in the remaining position In the middle. 
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Leaving thirds to the assistant is cruel and is asking for trouble - but it's fair to make a chart like 
this, calling for an inbetween very close to an extreme: 





AAAK^ ^^^STW^i 





OH^ ]BVtSlN To 




Oie ( /Snw ClX£^ Tc I 



/\iAK^ TO' 4- 




And now we come to the Great Circling Disease. For some reason, animators just love circles. 
We love to circle the numbers on our drawings. Maybe it's because, as old Grim Natwick said, 
'Curves are beautiful to watch.' Or maybe it's Just a creatively playful thing. 



I once worked with a Polish animator who circled every single drawing he made! 









'Is animation, man! Circle! Circlel Circle!' 

You'll notice that so far 1 haven't circled any extreme positions. In this dear working system 
and method developed by the 1940s, the extremes are not circled, but the key drawing is. The 
drawings which are circled are the 'keys'. 

Question; What is a key? 



Answer: The storytelling drawing. The drawing or drawings that show what's happening in 
the shot. 
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If a sad man sees or hears something that makes him happy, we'd need just two positions to 
teil the story. 




These are the keys and we circle them. 

These are the drawings we make first. How we go interestingiy from one to the other is what 
the rest of this book is about. 

Take a more complex example: 

Let's say a man walks over to a board, picks up a piece of chalk from the floor and writes some- 
thing on the board. 




If it was a comic strip or if we wanted to show what's happening on a storyboard, we'd need 
only three positions. We'll keep it simple and use stick figures so we don't get lost in detail. 
These three positions become our keys and we circle them. 



The keys tell the story. All the other drawings or positions we'll have to make next to bring the 
thing to life will be the extremes (not circled): the foot 'contacts', the passing positions or 
breakdowns and inbetweens. 
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If we time this action out with a stopwatch, we might find that our first key position at the start 
will be drawing 1. Say It takes him 4 seconds to walk over and contact the chalk on the floor - 
we'd circle the second key drawing as 96. And when he's stood up, stepped over and written 
his stuff, it might take another 4 seconds - so our third key could be the last drawing in the shot 
-192. The whole shot would then take 8 seconds. 

Of course, we don't need to time it all out first, but before we dive into animatorland with all 
that stuff, we have to clearly set out with our keys what it is we're going to do - and we can 
test our three drawings on film, video or computer. 

We haven't dealt with how he or she moves - whether the character is old or young, fat or thin, 
tall or short, worried or happy, beautiful or ugly, rich or poor, cautious or confident, scholarly or 
uneducated, quick or slow, repressed or uninhibited, limping or fit, calm or desperate, lazy or 
energetic, decrepit or shaking with the palsy, drunk or frightened, or whether it's a cold-hearted 
villain or a sympathetic person - in other words all the 'acting' stuff, plus all the trimmings - 
clothes, facial expressions etc. 

But what we have done is made it very plain what happens in the shot before we start. 

If we were to make a diagrammatic chart of the whole scene, it would end up looking some- 
thing like this; 





pLUi' 
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Important animators are caiied key animators, and word got round that they just draw the 
keys - anything that they draw is a key - and slaves fill in the rest according to the little 
charts provided by the key animators. Wrong. A key animator is simply like a key executive 
“ an important one. 



Many good animators call all their extremes ‘keys' - I sure used to. But it makes life so much 
clearer and easier if you separate the keys from the extremes. Actually, i never heard Ken Harris 
ever call a drawing a key, but he would say, 'Draw that one first. That's an important drawing.' 
And ft was a key, really. 

I've worked every system, good, bad or half-baked, and experience has convinced me that it's 
best - even crucial - to separate the storytelling keys from the extremes and all the other stuff. 
(Of course, as in our example above, the three keys will also function as extremes.) Separating 
tiiem out stops us getting tangled up and missing the point of the shot, as we vanish into a 
myriad of drawings and positions. 

There may be many keys in a scene - or maybe just one or two - it depends on what it is and 
the length of the scene, its whatever it takes to put it over, to read what's to occur. 

You can spend time on these keys. 

I remember once visiting Frank Thomas and he was drawing a cat. 'Dammit,' he said. ‘I've been 
woiidng all day on this damn drawing - trying to get this expression right' 





I shocked. All day! Wow! That was the first time i ever saw anyone working so hard on a 
sln^e drawing. How was he ever going to get the scene done? Finally, the penny dropped. ‘Of 
ciHK^ stupid, its his key!' It's the most important thing in the scene! He's got to get that right* 

And lt was encouraging to see anyone that great struggling to get it right! 





We just start drawing and see what happens - like a kid drawing In the page corners of a 
schoolbook “ stick the numbers on afterwards. 

Disney director-animator Woofie Reitherman said, 'When I didn't know what I was doing in an 
action, I always went straight ahead. I'd just start on ones. Half the time I didn't know what I 
was doing. To me, it's fun. You find out something you wouldn't have found out otherwise.' 
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2. The planned way, called 



First we decide what are the most important drawings - the storytelling drawings, the keys - 
and put them in. Then we decide what are the next most important positions that have to be in 
the scene. These are the extremes and we put them in -- and any other important poses. Then 
we work out how to go from one pose to another - finding the nicest transition between two 
poses. These are the breakdown or passing positions. Then we can clinically make clear charts 
to cushion and ease In and out of the positions and add any finishing touches or indications for 
the assistant. 






{ Fosi=ropos0 




To illustrate how effective the pose to pose method is, the brilliant Disney art director-designer 
Ken Anderson toid me that when he was making layout drawings of characters for animators 
working on Snow White and the Seven Dwarfs, he drew lots and lots of key poses of Grumpy 
for each shot. Ken's drawings were then given to one of the Grumpy animators. Ken ^und out 
later that the guy |ust put charts on the drawings, handed them to his assistants and went off 
to lunch, and took the credit, for what in effect, was Ken's fine animation. 
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So it's pretty obvious the best way to work is going to be: 




First we plan out what we're going to do in small thumbnail sketches. (It's also a good idea to 
have done this with the other two methods.) 



Then we make the big drawings - the storytelling drawings, the keys. Then we put in any other 
important drawings that have to be there, (ike anticipations or where hands or feet contact things 
- the extremes. Now we have the structure, just as we had with the pose-to*pose system. 

But now we use these keys and important extremes as guides for things and places we want to 
aim at, After you get your overall thing - go again. Do one thing at a time. WeTI work straight 
ahead on top of these guideposts, improvising freely as we go along. 

We'll do several straight ahead runs on different parts - taking the most important thing first 
We may have to change and revise parts of the keys and extremes as we go along, rubbing bits 
off and re-drawing or replacing them. 

So; we make a straight ahead run on the primary thing. 

Then take a secondary thing and do a straight ahead run on that. 

Then take the third thing and work straight ahead on that. 

Then the fourth thing, etc. 

Then add the hair or tail or drapery or flapping bits at the end. 
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Let's take our man going over to the blackboard again. 

What do I do first? 

Answer: The keys - the storytelling drawings or positions that have to be there to show what's 
happening. Put it where you can see it . . , so it reads. 





What do we do next? 

Answer: Any other drawings that have to be in the shot. Obviously, he has to take steps to get 
over to the chalk - so we make the 'contact' positions on the steps where the feet are just 
touching the ground. 

There's no weight on them yet - the heel is just contacting the ground. As with the fingers just 
contacting the chalk - they haven't closed on the chalk yet 

If we act all this out, we might find he takes five steps to get to the chalk and bend down. I 
notice that when I act it out, ! automatically pull up my left pant leg as I bend down, then I put 
my hand on my knee before my other hand contacts the chalk. I would make an extreme where 
the hand just contacts the pant leg - before it pulls up the pants. 

These will be our extremes. We're working rough, sketching things in lightly - although we 
probably have made rather good drawings of the keys. (I haven't here, because I'm trying to 
keep it simple, for clarity). 
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We could act it out, timing the steps and putting numbers on the extremes or we could leave 
the numbering till later. I would probably put numbers on it now and test it on the video to see 
how the timing feels as his steps get shorter - and make any adjustments. 

What next? 

We'll break it down, lightly sketching in our passing positions or 'breakdowns'. We won't get 
fancy about it now - the fancy stuff comes later in the book. For now, we’ll just make the head 
and body raise up slightly on the passing positions of the steps - like it does on a normal walk. 



/ 
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We'd probably have numbers on the drawings by now, and when we test it, we've got three or 
four positions for every second ~ so it's easy to see what our timing is. And to make any adjust- 
ments. And if the director wants to see how we're doing - it looks almost animated. 

Now we'll make straight ahead runs on the different parts - using our extremes and breakdown 
positions as a guide - and altering them, or parts of them, if we need to as we go along. Take 
one thing at a time and animate it straight ahead. 



ON 




fJiiN Oh 



Maybe he’s mumbling to himself, or maybe he's talking - maybe hts head just wobbles around 
with self love. Whatever it is, we'll treat it as a separate straight-ahead run, working on top of 
what we already have. 

We'll make another straight-ahead run on the arms and hands. Maybe they'll swing freely in a 
figure eight or a pendulum movement; or maybe they hardly move before he reaches for the 
chalk. Maybe he pulls up his pants as he moves along - or scratches or snaps his fingers nerv- 
ously, or cracks his knuckles. When we arrive at our key, we might rub out the arm and alter it 
to suit our arm action. Or delay his head. Or raise it early to look at the board. 

We can do lots of interesting things with the legs and feet, but for now we just want them to 
function smoothly, (I'm avoiding the problem of weight at this stage because the up and down 
on the head and body that we have at the moment will be adequate for now, and the figure 
won't just float along.) 

When he writes on the board, we'll treat that as a separate run. If he has long hair or a pony 
tail, we'll do that as a separate straight-ahead run. His clothes could be a separate run, baggy 
pant legs following along. If he'd grown a tail, that would be the last thing we'd put on. 
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I've shown these things in different colours to be as clear as possible. In my own work I some- 
times use different coloured pencils for the separate runs - then pull it all together in black at 
the end. f was delighted to find that the great Bill Tytia often used colours for the separate bits, 
then pulled them all together afterwards. 

To recap; 

Having made the keys, put in the extremes, then put in the breakdowns or passing positions. 
Now that we've got our main thing - we go again, taking one thing at a time. 

First, the most important thing. 

Then, the secondary thing. 

Then, the third thing. 

Then, the fourth thing etc. 

Then, add any flapping bits, drapery, hair, fat, breasts, tails etc. 

The general principle is; 

After you've got your first overall thing - go again. Do one thing at a time (testing as you go 
along). Then pull it all together and polish it up. Make clear charts for the assistant to follow 
up or do it all yourself. 

it's like this: 



S'ToizygOARP 
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Of course, you can work any way you want. There are no rules ~ only methods. You might feel 
like ignoring all of this and just work straight ahead or work from pose-to-pose, or start one 
way and switch to the other - why not? 

What's to stop us re-inventing the wheel? Lots of people are busy doing It. But on the other 
hand, why bother? 

This method of going at it was developed through concentrated trial and error by geniuses and 
it's a wonderful basis on which to operate. Having used just about every approach going - 
including no system - I've found this is the best working method by far. Get it in your blood- 
stream and it frees you to express yourself. Use this technique to get past the technique! 

Milt Kahl worked this way. Near the end of his life I told him, 'Now that I've been working the 
same way, I really do think that - apart from your talent, brain and skill - fifty per cent of the 
excellence in your work comes from your working method; the way you think about it, and the 
way you go about it' 

'Weil . . he said thoughtfully, 'you're right. Hey, you've gotten smart!' Milt often told me that 
by the time he'd plotted everything out this way, he'd pretty much animated the scene -- even 
including the lip sync. Then he'd finish putting numbers on the drawings, add bits and make 
little clinical charts for the assistant ~ easing things in and out. He complained he never reaJly 
got to animate because when he'd finished plotting out all the important stuff - it was ani- 
mated. He'd already done it. 

I rest my case. 



' "* * ’‘niiinrii j in ii rh i v r'T i f iiiiiii i i n'M ii i iii iii ' wTi 1 1 i- — iwwn 
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i always use the video to test my stuff at each stage - even the first scribbles - time them and 
test them. In the 1970s and 80s, Art Babbitt used to get mad at me for it - 'Goddamit, you're 
using that video as a crutch!' 'Yes,' I'd say, 'but is it not true that Disney first instituted pencil 
tests and that's what changed and developed animation? And don't you always say that pencil 
tests are our rehearsals?' 

Assenting grunt. 

‘And what's the difference between rushing a test in to the cameraman at the end of the day 
when he's trying to get home, and If he does stay to shoot it, hang around the next day till 
the lab delivers the print and mid-morning interrupt the editor, who's busy cutting in the 
main shots, and then finally see your test - when we can use today's video and get a test in 
ten minutes?' 

Art would turn away, 'I am not a Luddite.' (Machine wreckers protesting the Industrial 
Revolution.} 
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Whenever Ken Harris had to animate a walk, he would sketch out a quick walk cycle test and 
we'd shoot it, pop the negative in a bucket of developer, pull out the wet negative (black film 
with white lines on it), make a loop and run It on the moviola. 

'I've done hundreds of walks,' Ken would say, ‘all kinds of walks, but I still want to get a test 
of my basic thing before I start to build on it' 

Bill Tytia said, 'if you do a piece of animation and run over it enough times, you must see what's 
wrong with it.' 

i actually think the video and computer have saved animation! 

Certainly the success of Who Framed Roger Rabbit contributed substantially to the renaissance 
of animation, and having the video to test everything as we went along was crucial to us. We 
had a lot of talented but inexperienced young people, and with a handful of lead animators we 
were able to say, 'Take that drawing out, change that one, and put more drawings in here' etc. 
This enabled us to keep improving everything as we raced along, so we were able to coHec- 
tively hit the target. 

Milt always said he would never bother to look at his tests. 'Hell, I know what it looks like - I 
did it!' He would wait to see several of his shots cut together in a sequence but only to see 'how 
ifs getting over'. 

But that was his way. I have never reached that stage and probably never will. I test everything 
as I go along and it really helps. We're building these performances, so why not test our 
foundations and structure and decorations as we proceed? And since it reveals our mistakes - 
mistakes are very important since we do learn from our mistakes -- we make our corrections and 
Improvements as we build. 

Of course, at this stage I wouldn't have a problem routining my way through a job without 
testing but why? 

The video or computer Is there, so let's use it. 

An interesting thing I've noticed is that when animators get older their perception of time slows 
up. They move slower and animate things slower. The young guys zip stuff around. So, the 
video Is a useful corrective to us old bastards. And young ones when it's too fast. 
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Before we dive into walks and all the articulation stuff, there are some other important camera 
techniques we should know about. 




On the next page is a 'classic' exposure sheet called the X-sheet or dope sheet - the first sight 
of which is guaranteed to put any beginner or artist off the whole business. When I was a kid 
and first saw one of these i thought, 'Oh no, i don't want to be an animator anymore. I'll just 
make the designs for other people to move around.' 

Actually, it's awfully simple when you make friends with It. 

It's just a simple and efficient form where animators write down the action and dialogue (or 
music beats) for a scene or shot - plus the information for shooting. 



Each horizontal line represents a frame of film. 
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The columns 1 to 5 show five cel levels of animation we can use if we need them. (Usually you 
need just one or two.) 
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SCOUENCE 



The A^TlOf^ column is for 
LIS to plan out our timing - how 
iong we want things to take. 



The D/AL- column is for 
the measurement of the 
pre-recorded dialogue and 
sometimes the breakdown 
of music into beats etc. 



This 'ciassic' X-sheet is 
designed to hold 4 seconds of 
action (1 second = 24 frames). 

It has darker lines to show 
the footage, which is 6 feet 
of film (1 foot = 16 frames). 
Many animators always 
number the footage going 
down the page. 

I've also written in the 
camera dial numbers - the 
frame numbers in the camera 
column. 

Some animators time things 
out by thinking in seconds. 
Others think in feet = 2/3 of 
a second. 

Ken Harris thought in feet 
and would tap the end of his 
pencil every foot. I think in 
both seconds and feet, but 
seconds is easier for me. 

Also, you can think in 1/2 
seconds = 12 frames to a half 
second. That's march time, 
which is quite easy. 
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(Computer animators please 
bear with me here - you 
obviously have your own sys- 
tems of timing.) 
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We'N plan out the action using the action column. 

Ken Harris always said, 'Come on, now, you can 
have fun doing the drawings later, but do the 
important part first - time it ail out.' 

So we’d use a metronome or a stopwatch and I'd 
act it out several times, and we'd mark down on 
the sheet where things would happen. 



Let's take our man walking over to pick up the 
chalk: 

We've got him taking five steps to reach the chalk. 

When I act It out, the first two steps are leisurely - 
16 frames long {2/3 of a second). 

Then during step 3 he sees the chalk, and this step 
is slightly quicker ~ 14 frames. 



His fourth step is quickest - 12 frames. 

Oft step 5 he slows up slightly - 14 frames and 
he's already started bending down, which 
takes over 2 feet till his hand contacts the chalk. 

I've got him tucking up his pant leg above the 
kftee as he goes down - which takes 8 or 10 
frames. 



Of course, we can change all this as we work, but 
this becomes our guide and the points to aim for 
as we go along. 

Now we can put the numbers of these drawings on 
the page as I've done here. 



taddentally, although numbers 1 and 96 are keys 
and we’ve circled them, we don't circle the num- 
bers on the X-sheet. 

72 





























The five available 'cel' levels on this X-sheet are there so we can treat each character or element 
separately. 

Why have different levels - why not draw everything on one level? 

Answer: You can, but what do you do if you want to change the timing on one or two parts of 
the action and leave the other bits as they are? However, it's a good idea to try to keep to just 
one or two levels for simplicity. 

If we wish to use all five levels, start with the main action on level 1. Say a man walks in from 
one side of the screen and a cat walks in from the other. We animate our main action man on 
ievel 1 , and the cat on level 2, adding a 'C' after the cat numbers: 1 -C, 2-C, 3-C etc,, so as not 
to confuse it with the man drawing. The man drawings, or main action, don't need an iden- 
tifying letter. 

If a woman passes in front of them, we'd put her on level 3, adding a 'W' behind her numbers. 

If a truck was to stop in front of them, we'd use level 4 for the truck and add a 'T' to the 
truck drawings. 

If it's raining, we'd put the rain drawings on level 5, adding an 'R' after the numbers. 

The X-sheet would look something like this: 
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This system obviously enables the cameraman to stack his levels correctly - working from the 
bottom up - and take a frame of film with all the numbers across matching the dial number on 
his camera. 

But there is one very important thing here: 
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Keep It Simple, Stupid! 

Use simple numerical sequences! Animation is complicated enough without making it any 
worse. 
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My years in England taught me that the English just love complexity. A very brilliant friend, 
who is a top Oxford mathematician, called me up and said, 'We're about to penetrate your prin- 
cipality.’ I said, 'You mean you're coming to visit?' 'indeed.' 'Wow,' i said. 'You just used nine 
syllables to say what a North American would say in two! Vi-siti' 

We sure used to pen-e-trate-our-prin-ci-pal-it-y with our exposure sheets until Ken Harris 
joined the team. 

* 

They looked something like this: 
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Can you imagine trying to make any changes or improvements when you're weighed down 
with numbers like this? it would be like re-numbering the Encyclopaedia Britannica. 

Not only were our numbers complicated, but our action went from two frames to three frames 
then to four frames, bumping along then back to two frames etc., giving a jerky stop-start result 
to the movements. 

When we had just one level of action -- say it’s a tiger - everyone would cal! the drawings T1- 
1 and T1-2 and T1-3 etc. One day I asked, 'Why are we doing this?' The answer from the head 
of the department came, 'So we know it's a tiger,' 'But we can see it’s a tiger! Why not number 
it simply 1 and 2 and 37' Answer: That will just confuse the painting department’ 

And it’s not just the English who can overcomplicate! I once saw the working sheets of an 
established American animator who's written two books on the subject, and his numbers 
looked like this: 














QCAm PAWN... 

* 111 I I M ■ III ■■ — I J A 

And then the first real live master animator arrived to work with us. On his first 
day Ken Harris lightly pencilled in simple numbers going down the page on 
'twos', that is, two exposures per drawing. That was the first time I ever saw 
anyone go down the page on twos! 

Ken usually planned his action on twos: twelve drawings per second, shooting 
each drawing for two exposures, instead of working on 'ones', one exposure 
for each drawing, which is twenty-four drawings per second - twice the amount 
of work. 




Ken was from Warner Bros - used to tight budgets; the animators had to 
produce an average of 30 feet (20 seconds) a week or be fired. 



Since most normal actions work well on twos, Warner animators tried to 
avoid putting actions on ones. 



When he needed to go onto ones for fast actions (runs 
etc,), he'd just number it in on ones. i.e. 



Then he'd go back on to twos 



'Ok, Ken, but what do you do when 
you've worked it out on twos, but 
you find you want to add in ones to 
smooth it out more?' 

Answer: Add 'A' drawings. 

Great, so now all this TXL-1 and PP-2 
3/4 stuff goes out the window. We're 
not weighed down with meaningless 
technology. It becomes simpler to 
work and easy to make changes and 
improvements and we start getting 
better. 
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But there is an even better and simpler system! 
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Mift Kahl called it his system, but I suspect that the good guys at 
Disney all discovered it around the same time - it's so logical. 

Just use the camera dial numbers for the drawings. Go down the 
page on twos but use odd numbers. 

Then if we do need to smooth something out or we need very fast 
action, we just add in the ones. 



A/lilt told me, 'Whenever 1 see my drawings with odd numbers 
on them, 1 know I'm on twos and when I see even numbers, I know 
I'm on ones.' 



I asked, 'What do you do when you want to get into a hold - just 
indicate you're holding that drawing with a line? And when you come 
back in do you start again on the dial number?' 



Answer: 'Yes. Come back in on the 
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Not only does this make it easy for shooting, but It's 
easier when you do need several levels of action. 
We've now got the same dial numbers horizontally 
across the frame of film. 




6 


4 


3 


2 


1 




1 "" ^ 


f P 


/ - c 


! - $ 


f 


/ k 






1 




j 


•2^ ( 




1- 


5 




3 






3 1 


■2 


T~r 










0 








4 


A— 

o 




S 










5 ^ 














6 


. ^ - 


i_. ^ — . 




7 




7 




7- C i 7 ( 




7 


7 


1 ’ 1 








9 i 







^ DIA^ 

Nmdm 



So, just go down the page with odd numbers - on twos - 
and drop in ones when you need them. 

It's simpler and frees you to concentrate on the work. 

Boy, did my output and quality improve! 

There are a couple of other things to mention before we start in 
on the great argument of ones versus twos. 
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There's a very important thing I learned from Ken Harris, i know it 
sounds crazy - but if you have a series of 6 drawings - don't put 
the B in front of the number, i.e. 

I ^ 

Put the B after the number, i.e. — — 

S . 

_T^ 



S - ( 




We want to think as simpiy as we can, Ken said, 'Look, you don't cal! me Mister Ken. Put the 
letter behind so all you think of is the numbers.' Put any formality or whatever behind. It may 
seem mad but it helps you do more work. Try It. All we're really doing is thinking of series of 
numbers from 1 to 10. Anything to keep it simple. Nobody could figure out how this sick old 
man could produce so much work - and of such high quality. He just kept everything as simple 
as could be. 



Two more things: 

The only time you should circle a drawing on the X~sheet is when 
a cycle of action re-starts - when we're repeating the same set of 
drawings. We circle drawing (1) to alert the cameraman that It's 
out of sequence with the normal dial numbers. 

Then we circle the drawing in the correct dial number when we 
come back to a normal sequence. 



My rule is: The only time you ever put a letter 
in front of a number is when you have an overlay cel 
(of something in front of the characters). 

Then you put 0-1 (for the overlay cel) or for a held cel 
(somebody's stationary feet, for example) and call it H-1. 
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Some people always complicate the numbering by cailing ones and twos, 'singles' and 'dou- 
bles'. In fact 'singles' Is from a 1940s term for inbetweening when the animator did drawings 
1 and 3 and 5, made an evenly-spaced chart and said to the assistant, 'I've left you singles.' 

/ 5 





% 4 - 

V 

i,e. single in betweens 



But when to use ones and when to use twos? 

The rule of thumb is - use twos for normal actions and ones for very fast actions. For instance, 
runs always have to be on ones - normal 'acting' on twos. 

Walks can function nicely on twos, but they're going to look better on ones. 

Obviously, life is on ones (or whatever speed we film it on), but twos work weil for most 
actions and, of course, it's half as much work as doing it on ones. And half as expensive! 
Working on ones is twice as much work and expense all the way down the production line. 

Apparently, in the early 1930s as Disney's animators got better and better, costs were sky- 
rocketing, and since twos work for most things, they tried to stay on twos whenever they 
could. 



A lot of great animators even say that twos are really better than ones, that ones lead to a 
mushy result, that broad, fast actions on twos 'sparkle' and adding ones diminishes that 
vitality. Weil, yes, this is true if the ones are just dumb, mechanical inbetweens. 

My experience Is different. I’ve found that if you plan for ones, the result is usually superior to 
twos. 



I feel that twos are an economic answer to an artistic question. With twos being half the 
work, everybody gets to go home on time, and why would / make a case for ones? Heil, I was 
a studio owner. 

When I was re-learning ail this stuff, I would wait till my animation on ones was traced and 
painted, then i'd shoot it on ones as planned and then I'd take out every other cel and shoot the 
rest on twos to see If it 'sparkled' and was better. 

in all but one case, ones worked belter. The time the twos worked better was when I had an old 
lady pulling out a doctor's stethoscope from her pocket. The ones produced a very smooth 
movement 
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It worked just fine, but then I removed every other painted inbetween and shot it on twos. It 
was better on twos! I cannot figure out why - it just was better. 

So they're partly right, I guess. But 1 became addicted to using ones whenever I could ~ ones 
seem to make for compulsive viewing and that's what we're after. 

Art Babbitt used to nag at me for using ones. 'That's too realistic - one of the things about ani- 
mation Is that it's not like ItfeJ' But I would often add ones to Art's work when he wasn't look- 
ing and it came out better - and he liked it better. 

Computer animators have everything on ones - with perfect inbetweens - and it hasn't dimin- 
ished the appeal of their work - rather the reverse. And twos tire the eye after a few minutes. 

1 feel that ones are twice as much work, but the result is three times as good. Compulsive view- 
ing, easy to watch. 

i think my co-animator Neil Boyle said it best : 

Twos work - ones fly.' 

And Ken Harris, who spent most of his life working on twos, would say to me when I'd be 
putting ones Into his stuff, ‘Oh, it's always better on ones.’ 

There's one thing that always makes me crazy. When you have a character animated on twos 
and the camera is panning with it on ones you get stroboscopic jitter. Either pan with it on twos 
(not great) or add in single inbetweens so it doesn't strobe! 

Some of the really good guys do this, it's a mystery to me. Why don't they add single 
inbetweens so it doesn't strobe? 

Maybe its because a lot of things don't show up on the pencil test, it's when it's coloured 
in that we see the bumps. 




it's a combination of twos and ones. Not only but also. 

Normal actions on twos - which is the bulk of our work anyway. 
Fast or very smooth actions on ones. 

Normal spacing on twos. Far apart spacing on ones. 
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An endless debate has gone on among classical animators about whether to register the draw- 
ings on top pegs or bottom pegs. At present, bottom pegs seem to have won out: most people 
seem to be animating using the bottom pegs to hold their drawings. 




Frank Thomas has said, 'Getting off the top pegs and working on bottom pegs has actually '' 
advanced the art of animation because you can roll the drawings as you work and see what's 
happening -- whether the creature is doing what you want.' And that's had a tremendous 
influence. (Disney animators all work on bottom pegs.) 

Alternatively, Ken Harris spent his life on top pegs and would flip his drawings and see what's 
happening - whether the creature is doing what he wants. (Warner animators all worked top 
pegs). 




Ken would sometimes go red in the face and explode, 'You know who started that whole 
bottom pegs business? A goddam iazy cameraman who didn't want to be bothered reaching 
all the way under the glass pressure plate to place the cels at the topi He's the bum who 
started bottom pegs!' 
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it comes down to something like this; 





If you only have four fingers you can stiil roll 
four sheets at once, plus the bottom drawing 
- giving us five images. 




out having to take the drawings off the pegs. 



When Ken had calmed down, he used this example: 

SA/ f t/y/^ YOU A C}(kAf^ ^ CiGAft JS^OX - 

Y^Om^O y<PU I'tKB- ME'Tt> IT 'TO YOU 
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And what's going to make it easiest to draw? 



/-iK^ Ttf(Q ? 




OR 




Add to this the fact that most of the discs that animators use are made of heavy metal with inset 
panning bars with screws to tighten and release them for sliding pans. It's pretty awkward with '' 
all these points sticking up and we unconsciously have to dodge the pegs as we draw. 








/«v4f 



oami ouch! 



The engineer who made most of the equipment for my English studio arranged the panning 
bars differently every time. I had to fire a guy once, and his close friend ~ who was very talent- 
ed - quit with him. To get even with me they ordered a special disc ton the firm) made with 
three panning bars for different field sizes, top and bottom -- six in all! By the time you added 
In the screws it looked like this: 




jw ujcau:)iouu^To 

Q\i THIS ? You COULD 
I^NO UpiA) 
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But how often do you really use the panning bars? Not too often, in my experience. 



One day about fifteen years ago I found layout artist and designer, Roy Naisbitt, working on a 
big piece of white plastic Perspex (Piexigiass) with a peg bar just taped on to It. 



What a solution] 




You tape the pegs on wherever you want, top or bottom. 

Aiso, i keep a heavy metal disc with panning bars beside.the desk for when I very occasionaily 
need it for a mechanical pan. 
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This also allows you to tape on taller pegs to carry more drawings if you're on top pegs. The 
shorter peg bars are OK for bottom pegs, but the drawings keep falling all over the floor. Again, 
an elastic band helps. 

I'm delighted to see that Roy's solution has spread through the industry, as I've seen several 
animators walking around in Hollywood with Perspex discs and a taped-on peg bar tucked 
under their arms. 

It works just fine. I animated the first close-up on Who Framed Roger Rabbit in a Welsh hotel 
room with a Perspex disc on my knee - and top pegs! 

I work both ways. Again, it's not only but also. Top pegs is great for drawing and bottom pegs 
is great for rolling. Take your pick. 

Obviously, computer animators are free from all this tactile nonsense - but I'm sure you have 
equivalent stuff to cope with. Having started out as a drawing animator, Jim Richardson, now 
a computer animator, told me that when he first switched over to the computer, he found it was 
like 'animating with a microwave'. 
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MORE ON SPACING 

Somebody once said an animator is something between an artist and a garage mechanic. 
Here's more nuts and bolts from the garage ” but very interesting ones, and it really helps to 
know them. 

Ken Harris showed me this one: 




Say we've got a telephone pole moving up quickly in perspective. Where do we put our middle 
position? 




A*" 



■ I I 1 1 * ~ ~ ~ m. 



:r 



You'd put it in about here, right? 



84 



Wrong. Even after fifteen years' experience I got it wrong. And nearly every professional I've 
asked since has gotten it wrong. 

Here's where the middle position is; 




Rule in the lines like this and the cross point tells us it's here. At least technically. And just keep 
doing it: 




This works well for fast moves. However, for more normal moves it's best to cheat it - split the 
difference - and come back about half way to where our first guess was. Do that throughout 
and you'll get a better result. 
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So when we're going to turn a head, it's going to be the same kind of thing: 



Aer 

UG 

THi^- 



A To B 




fr w&jusr it- 

/ r w i ti- K^OK peATi?^ 

i-fPE’ A ROUHP> tifie HEAO WMIlS 
-^e WMD REMAIN Z StAT/C - 




So WE PiSPlACE the 

M iOOLB PO^mOH TO AAAKE 
IT CONYmCJNS- - 





Puufp^i>AE.r\ 

PC>fl,(XARfTy j 



■* 



Incidentally - on a head turn, Ken Harris showed me this; 




Do it yourself or have somebody else hold up two fingers. Look first at one, reiax, then turn the 
head round to iook at the other finger. During the head turn, something interesting wiii hap- 
pen. The person wili blink. The eye, switching focus from one side to the other, wiil bfink en 
route. (Uniess they're frightened - then the eyes will stay open.) 



PROBABC/ 

BmK PUZINO ^ 
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ClA^IC MlSTAKf^ 
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' I purrr 

l^6HT 

PIK^ Yoa ^At0 ^ 



"T^/a fs Jiioicawi Burike. 

^QWVAl-Bm' OFT0N HAPP£!^S 

wini OD/Hft-fX 



Every drawing is important. We can't just have brainless drawings joining things up. In one 
sense there are no inbetweens - all the drawings are on the screen for the same amount of time. 
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Ideally the inbetweener should understand and be able to complete eccentric actions. 





NOT 
JllOf A 
STKA/SHT 




ANO NOT UHB TNIS 



BUT " 




- --■iww^iiii • I II I I 

WATCH VOHR.^Af^CC 



Most actions follow arcs. Generally, an action is in an arc. Most of the time the path of action 
is either in a wavelike arc or In a sort of figure 8; 




But sometimes it is angular or straight. Straight lines give power, 




W<P ARC 
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AR.C. 





^ORX PISTA/VOi' 
<SOjES srf?i4/(3Wr 
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I F IT (sdr w itic Aar. paji^ or AanGH -'ikt A h/matioh witt /\!0r flow, 

<^or 1F> Qo- Fi-DV4^ US.(t^G- AFC'S ( wt'ESs ^rmsHT 

The stuff on these pages looks awfully simple set out like this - 'Oh, I knew that.' But as soon 
as we get into sophisticated images and actions this all tends to go out the window. 

I recently heard about a Hollywood assistant, a talented draftsman who was working on real- 
istic horses (about the hardest thing there is to animate). He drew the stuff beautifully, but he 
just couldn't get the hang of keeping things in the right arcs. His directing animator, James 
Baxter, finally suggested he take a blue pencil and just trace the horse's eye positions sepa- 
rately and look what was happening to the flow. Clink! The penny dropped. 





O ' 

AFT0R. 




So we're back to the old bouncing ball again. 



These basic things are so important. Most animators would say scornfully ~ 'Oh sure, the 
bouncing ball - everyone knows that.' But do they? 



FAKB. a MBAVY SILUAPO 
UP A^ F PPOPS. - WONT IT? 




I MpAN.VOa CmUPN'r 
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f-rk All iH'llie.TlAAIMQr iMFlve. SPAC-im! 



Bur 1VIQ IS ^xhanci 
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BOOK fOF 



(S' PrT/m MOF£ MOVFMF/^r WITf/ IN MASS 



Now we can start getting more sophisticated. We're going to keep finding ways to get move- 
ment within movement, action within action - getting more 'change', more bang for the buck. 
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Ken Harris showed me how to exaggerate a hit. 
Say a creature shoots through the air to hit a cliff: 










We'd need about five drawings - even spacing on the head - to get him over to the cliff. 
The figures overlap slightly to help carry the eye - on ones, of course, because it's a 
fast action. No inbetween between 5 and 6. 




To get more impact, more power to the hit, add in another drawing where he just touches 
the cliff, just contacting it before he's flattened on the following frame. This will give more 
'change' - action within action. 








c-prp 



Now to give it yet more impact, we take out drawing number 5, throw it away, 
and stretch out the drawing that's touching the cliff. It becomes our new number 5. 




Now our action kind of leaps a one frame gap. We won't see it, but we'll feel it and it will 
give a much stronger impact to the hit. 

There's an interesting thing here which takes us right back again to the bouncing ball. 




In 1970 I showed Ken an early edition of Preston Blair's animation book when I was question- 
ing whether we need that amount of squashing and stretching of things. (You can gather by 
now that I'm not too keen on 'rubber duck' stretching around - although twenty-five years later 
that was what was required on Who Framed Roger Rabbit, a cartoon of a cartoon.) I noticed 
that Ken, though famous as a broad action animator, used squash and stretch rather sparingly. 
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I had the page open on the bouncing ball. It was like this - which certainly works OK. 




Ken said, 'Yeah, sure, but wait a minute - never mind that. We can make this much better. We 
need to have a contact in here before the squash.' 




'Put in a contact where the ball just touches the ground and then it squashes. That'll give it 
more iife.' (Move the preceding drawing back a bit to accommodate it.) 





'And do we do the same when it takes off again?' Answer: 'Not in this case - just when it 
contacts. You get the "change", then it's off again.' 



The animation grapevine flows like lightning: 'Did you know Ken Harris in London has correct- 
ed Preston Blair's bouncing ball?' Preston's next edition came out like this: 



Perfect. 
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This is not done to show disrespect for a skilled animator like Preston, who was the first 
classical animator to make real animation knowledge accessible, or to put him down in any 
way. Ken was just showing an important device to get more action within the movement. 

Ken continued, showing the same idea with a frog. 





'Have him contact the ground before he squashes down. Then keep his feet contacting the 
ground as he takes off. That'll give more change to the action.' 

Next, a jumping figure. 




'Have at least one foot contacting the ground before the squash down, then leave at least one 
leg still contacting the ground as he takes off again.' 

This is great because we're getting more 'change' - more contrast - straight lines playing 
against curves. We're doing it with bones as well as round masses. We can use straight lines 
and still get a limber result. More on this later. We don't have to be stuck with rubbery shapes 
to get smooth movement. This will also free us from having to draw in a prescribed cartoony 
style because it 'suits animation' and is 'animatable'. 



I'm using crude drawings here because I want everything to be crystal clear. I just want to show 
the structure and not get lost in an overlay of attractive detail. 



95 



( itje. ) 



In the 1930s, when animators started studying live action film frame by frame, they were star- 
tled by the amount of transparent blurs in the live images. In order to make their movements 
more convincing, they started using stretched inbetweens. Ken used to call them 'long-headed 
inbetweens'. 



For a zip turn - on ones - although it also works for two frames: 




il(jL liANi> OV A -WSr 

Mov-e-^\Ehir 

We CAfV 
AN omeiAP, 





( 



/ 
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Let's take these drawings of pounding a door Shoot the inbetween (2) on 
ones. This is one of the very few cases where you can shoot the sequence in 
reverse, it will work on ones - or with just the inbetween on ones and the 
extremes - (1) and (3), on twos. 








/ 
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!n the late 1930s when tracing and painting the drawings on to cels was all done by hand, many 
painters became very adept at 'dry brushing' the desired transparent live action blur effect. 
Animators indicated the blur on their pencil drawings and the 'dry brushers' would cleverly 
blend the colours together to simulate the transparency in the blur. 




After the 1941 animators' strike and World War II, budgets shrank and so did the use of skilled 
backup painters. But a lot of animators just kept on indicating blurs and it became a cartoon 
convention to just trace this In heavy black lines - ignoring the fact that the dry brush artists 
were long gone. 




Now it's become a cartoon cliche. A cartoon of a cartoon: 




With characters just vanishing from the screen, Ken told me: 

’We’d have this witch up in the air laughing and then she's gone. Instead of making a blur we 
|ijst used to leave hairpins where she was.’ 




‘We learned that from the Disney guys in a fish picture. They'd have these little fish swim- 
ming around and something would scare them and they were gone - that’s all - with just a 
few bubbles for the path they took.’ 
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In the early days, speed lines were a hangover from old newspaper strips: 




Then they were used In animation to help carry your eye. But they're still around now when we 
don't really need them. You don't even need to show the arrow entering. We have nothing and 
then it's just there - maybe with the tail vibrating. 



IV C T H / w ^3- 




J ust SM 

'XhjL , 




VOHT ' SPARKS ' 

IF Ttie A 

WAS PDWFK Yy!& 'NOHT /V^D 
tiTri^^ BIACK MN&S 

iTTo 6^/yg-irSrEpA'®w, 




However, I find the elongated or 'long-headed' inbetween is very useful - not just for a zippy 
cartoon effect, but also for use In realistic fast actions: 
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Again, we're returning to the original purpose - emulating the transparency of broad, live 
action blur movements. It’s especially suitable with 'soft edge' loose drawings - where the out- 
lines aren't sharp and enclosed like colouring book drawings. 




Doing too much action in too short a space of time, i.e. too great arm and leg swings in a run. The 
remedy; go twice as slow. Add in drawings to slow it down - take out drawings to speed it up. 



Ken Harris told me that when Ben Washam was starting out at Warner's, he became famous in 
the industry for 'Benny's Twelve Frame Yawn'. Ben drew well and made twelve elaborate draw- 
ings of someone going through the broad positions of a yawn - an action something like this: 




Then he shot it on ones. Zip! It flashed through in half a second! 

So then he shot it on twos. ZZZip! it went through in one second! 

So then he inbetweened it (twenty-four drawings now) and shot it on twos..ZZZZZZ! It went 
through in two seconds - almost right. 

Then Ken showed him how to add some cushioning drawings at the beginning and end - and 
bingo, Ben's on his way to being a fine animator. 




Some animators want to save themselves a lot of the work so they draw very rough. ('Ruff' - 
they don't even want to spend the time spelling 'rough'. Too many letters in it to waste our 
valuable time . . . ) And they leave lots and lots of work for the assistants. 

rve never understood why some people in animation are so desperate to save work. If you want 
to save work, what on earth are you doing in animation? It's nothing but work! 



99 



In the early days at The Disney Studio, when animation was being transformed from its crude 
beginnings into a sophisticated art form, they used to say, take at least a day to think about 
what you're going to do - then do it. 

One old animator, writing about the subject for^ years later, advises that we should spend days 
thinking about it He's read up on Freud and Jung and the unconscious mind and he writes 
seductively about how you should ruminate until the last minute and then explode into a 
frenzy of flowing creativity. 

He told me that in a week's work he'd spend Monday, Tuesday, Wednesday and Thursday 
thinking about it and planning it in his mind. Then on Friday he'd do it The only problem is that 
it then takes three weeks for somebody else to make sense of it 

i knew this guy pretty well - and he made it sound so creatively attractive that, though I 
felt it was artistic b.s„ I thought i better try it out I managed to ruminate, stewing and mari- 
nating my juices for about a day and a half and then couldn't stand it any more. I exploded into 
creative frenzy for a day, drawing into the night like a maniac. The result was pretty Interesting, 
but it really did take three weeks to straighten it all out afterwards. And I don't think it was any 
better than if I had worked normally - maybe just a bit different. 

I think Milt Kahi has the correct approach: 'I do It a lot. I think about it a lot, and I do it a lot.' 

Ken Harris worked intensely from 7,30 am til! noon, relaxed at lunch, hung around doing bits 
for a while, went home to watch TV (or play tennis when he was younger) and thought about 
what he was going to do the next day - then came In early, avoided social contact and did it 

He worked carefully and thought very hard about his stuff. He said he was surprised when 
he saw some of Ward Kimball's working drawings because they were exactly the same as his - 
very neat “ very carefully done - usually something on every drawing in the shot. - 

When I first saw Milt's work on his desk I was startled by how much work he did. His drawings 
were finished, really. There was no 'clean up' -- just ‘touch up', and completing details and 
simple inbetweens or parts of them. Ditto Frank Thomas, ditto Ollie Johnston, ditto Art 
Babbitt. The two exceptions to this were Cliff Nordberg, a marvellous 'action' animator who 
worked with me for a while, and Grim Natwick. Cliff did work very roughly - so he was awful- 
ly dependent on having a good assistant and It always caused him a tot of concern. And Grim 
was a law unto himself. 

There's an animation myth about the assistant always being able to draw better than the ani- 
mator. (I never met one who did.) The myth is that the animator creates the 'acting' and the fine 
draftsperson improves the look of everything and nails it all down. Well, there aren't that many 
fine draftspeople around and if they're good enough to nail all the details down and draw well, 
they really should be animating - and probably are. (An exception to this is the assistant 'styl- 
ist' on commercials where the 'look' of the thing is it's raison d'etre. There are a few excellent 
ones around.) 

Rough drawings have lots of seductive vitality, blurs, pressure of line, etc. But when they're 
polished and tidied up you usually find there wasn't that much there to begin with. 
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As we go along through this book it1t be apparent how nuich work we have to do to get a really 
interesting result. No matter how talented “ the best guys are always the ones that work the 
hardest. But hang the work, it's the unique result that we're after. Every time we do a scene, 
we're doing something unique - something nobody else has ever done. It's a proper craft. 



HOi/\/ MUCH PO f-PAV^ To AC£IS.TA^T? J 

^ n - 

Milt Kahl's answer; 'i do enough to have iron clad control over the scene.' 

Ken Harris's answer: 'I draw anything which is not a simple Inbetween.’ 

Milt again: 'I don't leave assistants very much. How much can I get away with leaving and still 
control the scene? If it's fast action, I do every drawing,' 

The purpose of the assistant is to free the animator to get through more work by handling the 
less important bits - but as we have seen, he/she can't be just a brainless drawing machine. 
The computer produces perfect inbetweens, but obviously has to be programmed to put in the 
eccentric bits that give It the life. 

Here's my tip on saving work - my rule of thumb: 



( TA/<fc 7/i& LONG SHOg-T OUT, 

^■Illiw ■■■■ ■,! ■ ■ I yii^lill^^~ ■ ■|CTTWT~~ 

The long way turns out to be shorter. 

Because: something usually goes wrong with some clever rabbit's idea for a short cut and 
It turns out to take even longer trying to fix everything when it goes wrong. 

I've found it’s quicker to just do the work, and certainly more enjoyable because we're on solid 
. ground and not depending on some smart guy's probably half-baked scheme. 

And again, if you don't want to do lots of work, what are you doing in animation? 

One of the things I love about animation Is that you have to be specific, if a drawing is out of 
place it's just wrong - clearly wrong - as opposed to 'Art' or 'Fine Art' where everything these 
days is amorphous and subjective. 

For us, it's obvious whether our animation works or not, whether things have weight, or just 
Jerk about or float around wobbling amorphously. 

We can't hide in ail that ‘unconscious mind' stuff. Of course, we can dress up and acf like 
temperamental prima donnas - but we can't kid anybody with the work, it's obvious whether 
it's good or bad. 

And there's nothing more satisfying than getting it right! 
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WALKS 



Advice from Ken Harris: 

'A walk is the first thing to learn. Learn walks of all kinds, ‘cause walks are about the toughest 
thing to do right.' 




A T^r^Nicy 
'Id M A WALK 
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3AA/Wcg - 

Aiv/D TfiT fALTBR - 
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Walking is a process of falling over and catching yourself just in time. We try to keep from 
falling over as we move forward. If we don’t put our foot down, we'll fall flat on our face. We’re 
going through a series of controlled falls. 

We lean forward with our upper bodies and throw out a leg just In time to catch ourselves. Step, 
catch. Step, catch. Step catch. 
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Normally we lift our feet off the ground just the bare minimum. That's why It’s so easy for us 
to stub our toes and get tipped over. Just a small crack in the pavement can tip us over. 
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why is it that we recognize our Uncle Charlie even though we haven't seen him for ten years - 
walking - back view - out of focus - far away? Because everyone's walk is as individual and 
distinctive as their face. And one tiny detail will alter everything. There is a massive amount of 
information in a walk and we read it instantly. 



Art Babbitt taught us to look at someone walking in the street from the back view. Follow them 
along and ask yourself; 

- Al^TH^y olo? 

WffAT-t Wl/S. FINAMCIAl. FO^lTiO^ ? 

- SjATf OF /4£AiT/f ? 

- AIZf twey ^icT? 

- ? 

- Sad? 

- 14APPV ? 



Then run around to see the front and check. 



So what do we look for? 



The big eye-opener for me happened like this. (Unfortunately it's a little politically incorrect, 
but it's a great example, so here goes.) 



1 was in my parked 




pheral vision I semi- 



consclously noticed a man's head walking behind a wall. 
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It passed through my mind that he was gay. A gay walk. Now I'm quite short-sighted - my eyes 
were focused on the ignition key, and it was a busy street with lots of cars and people - and he 
was about fifty yards away I Wowl How did I know that? This is crazy. All I'd seen was his out- 
of-focus head moving aiong behind a wall for a split second! 

I started to drive away, then stopped. Wait a minute - I'm supposed to be good at this. I'm sup- 
posed to know these things. I have to know why\ I remembered Art's advice, re-parked, jumped 
out and ran a block and a half to catch up with the feiiow. I waiked along behind him, copying 
him. Sure enough, it was an effeminate walk. Then I got it. He was walking as if on a tightrope 
and gliding aiong. 




Now how could I have registered this with out-of-focus peripheral vision at fifty yards without 
even seeing his body? Simple, really. There was no up and down action on the head. Try walk- 
ing on an imaginary tightrope and your head stays level. No ups and downs. 




I P Sgew TH/S - 

Glip/hct 




/A/ A 

STEp-iiifife. ssoy 
PA-SS/AAS TOSITfOfil- 



From then on the first thing I always look for is how much up and down action there is on the 
head. The amount of up and down is the key! 

IVOfri^iM OP7?N TAK^ W A STPA/GHf Lm - CpO$B = i-/rrt£ UP POM OH liizBOPY 











AS CpPoSEP TO AIACPO.' 
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Women mostly walk with their iegs close together, protecting the crotch, resulting in not much 
up and down action on the head and body. Skirts also restrict their movement. 



Mr Macho, however, because of his equipment, has his iegs weli apart so there's lots of up and 
down head and body action on each stride. 



'T'gfJDS 

"JZ? 

P'larJTgC.TfOSt 





CCMsi iU&. 
- 



( 3 ^ 



TURN A veisy 
yWASOlt-WE /AHO 
AN ffFreMWATE ONE 

jtisr sy oass&/N5 
iTie f^er AcrrON , 



(SETTING TUB WElGNT 




m pohtr w^i6HT gy A ^cmi 

When we trace off a iive action walk (the fancy word is rotoscoping), it doesn't work very weil. 
Obviously, it works in the iive action - but when you trace it accurately, it floats. Nobody real- 
ly knows why. So we increase the ups and the downs - accentuate or exaggerate the ups and 
downs - and it works. 



(1^ -rw UP AND povM Fosrn(:!N a= w yoi f^ing ci^ w/MGffT. 



WE^r 

WitEN '/He 

(T-mBcp/ 

PCWN 




E^aAOy 

irt 




gy A ST12AI6HT 
Nowpietr 

CN ir 
v^. 






A/JP 

wbSet 




(?c5»irA<5r 



PCWN pO&\rm WH^THB iSWNii- 
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Before we start building walks and 'inventing' walks - here's what happens in a so-called 
'normal' walk: 



MAKE 

2 CCWTACr 
PC^iTlCMS - 




CopM’pv.Cf CciJwrA::-” 



//V A 

Conventional. 

WAi-K^ 

NHO ARM^ Ai'^ 
AAWAVS 
OPPC^ITO 
ToTm LtCS 
lo C-hVB 

t^AJ-ANQ^ 
AIVO TfiRLl^ST, 



pASS/i^/fr FC&incH 




NEXT YA^LL- 

PUT IN THE 
PA^^ING, PCS(ffCA/- 

-tppm/dppe 

POLITIC N- 

^ Ofi- 

~ 1 HB 

HALF-WAY 

PHA^E 



f sjLj^my 

\THAH MJD-R?wry 



&WC-WSE THE UG 
IE ETRAieHT aPOH 
fflE Pwss^m fcE. mc% 
IV 5 GCHHG T& E/FT 
THE PETTiE, 
soi>Y sticJ Head 

E.E{&iTf-Y 

HiGHEIZ. 



\ 



Wecr Comes ihe 
POWN RjSiVCN- 

e>ENTlE& 
TAKE^ 1 H£ 

WEiCfir 




AMO .Jti'ST -/C' ComPucatj:: 

1-/FE- /HA N'0|^/\^AL walk 
THE swm IS AT 
frt WlPEST 
O/Y The down PO-^moM 

f* 

and NoTaH Tk CCNTfiCT 
PCSITIONAS WOo PREfEP- 

WE CAyV IGNORE THIS 

AS WE frocefo but we 

MIGHT AS WELL UNCEIPStWID 
THE NORM I^EfORE WE 
STAfSr MES.SIMG ARDVNb. 
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N&(r m Fur IN 
rue uF PO^WfcH - 

■'Tme' PuSh 'CFp; 




■ 7 ?ie tCOV PUShUHG OFF 

}?OPy a*xc) HpAF UP 

'To I fs N iG H^r pcTi ncfJ 

-'TH£NTt 1%'WROm 
cur TO CM-i ys 

'tie CONTACr FOSTiOH 

- So yjF Petr F/Fi-C 
0 ,N oup. FACe. 



LFT^ SFI^P 
/r Our an p 
FXAGSePATF ir 

A LiTTlE /V\OfZE 

so ifs 

CUFAR{£(^.,. 




CCNTAC' 







IN A NOfO\^p' FlBAUSriCWAPK 

r^i Ti5 C0: 

M'tit miGf^rC-iOF^TuF) 



Jusr AfTFP 'StbP " 
TUWAFr0ilh ccmtact: 

jUSfAFTF^Ih FASSiHG PC^iVCM. 





CONTACT 



MSPiANT 



AB&O^lhXr 
1 ^ Tfifi. MOVp 



ffisi pcifTiai 
up) 



'fiii PONM 




Thi UP 




COfiTACr 

MB'PlANf — 
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\ 



6'pr Tfi/H rmPG ) 



'Ihe Flf?sr V-FFaro t)0 IN A WAJ^K S^rA 



SBAi 



-7" 



C^pMERAIG/ PEOPAEWAEKON I 2 Aq - march v mg 



Bc(t may AHIMAIDPS Dofir GKp To pD irCA 

iri HARP TO ON IDE Up. '/OU HAVr lo USE '' TH/^^p..S'’- 



ffALFAS&COMD PERSTBP \ 
-two St^PS PER^^OONO. 

THiHK PAFtlM IN t-i IRP^ . 



N / 4 Z 10 /s 




Trte IM AEP To Sfc' 0^ TIUPPS, 




Octi-i'iOt 11 /HPR|= Vo WT M tli^VfoWM C'T Op? 
H^5Y/ TAli’ &TjTim HA^O -b^TfCtuy 
y\tm WF 6&f iMTO TKE aWC’ AAAD, A<0 
'.Aoril^' AMO — yU4v&£ T^/EeEs ,'^ W 

TASiPIZ WAY ^ 



2£ 



s AN EASIER WAY - PAVE H/m/NE'R IN" A UK CM l&S 
MUCH EASIER. lO WALK ON — ITS EASY ToPlYlO^ UP 

each .STEP 



— OK WALK OH B's . 
-SAm'lhtNQ ON 8 's. 

rs STEPS PER SEC. 





Wff£W, fuwr MAKH’ii EEe EAAeS- 
NICE PlYCiCNA. NoW - 



f LiPAWp PCWH ACPOlV-S/AiCE\ 

{ !N A ’^ 'H<yP-ZfF- J 

TU6 li' mV CAEi'(XmV WAIKLA^e CEXf-N CH ES-. 
L)UMP^ S ^TEP^A EECEMT, 
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Jf- 

So^ 14/^ A 



4 


BKAmS sr 




BAAMeS — 


8 


BRAMBS =■- 


IZ 


FjZAMBS ~ 


IG 


FKAL.bS - 


7-0 


FLALiF-S ” 


74 


P/?AM!sS - 










/\ ViSi^y FAS I ^UN ( ‘'^iiAyUND j 

A oe. ‘/E/ey B-^^yr walk {f -4 Stm a s.f(^ch d) 

6AOI4/ ^I\fi on ^CAR:rcvA' WALK (3 ^TLPS A S-LCON J>") 

BltiS-K , fia3!NF^3-Lll<F yMUK- WArunAu WALK (^2- 3(^PS A Sr’cA/d) 
SrnCLLIMG WALK - MORiZ LKlSLi^ELV ( % CFASlCOHD f^tZ-3fl^'^ 

BLom-y ce. tjrfd person Cauv^wa slConl p^.stbp) 

SLQ?y ^TLP (^ Oi^B %tLA PER-G^CoKl') 

.GSHCW AAB Kl’re. WAY , . . ,TO 6^0 PC/mU.. 

The best way to time a walk {or anything else) is to act it out and time yourself with a stop- 
watch, Also, acting it out with a metronome is a great help. 



1 naturally think in seconds - 'one Mississippi' or 'one little monkey' or 'a thousand and one, 
a thousand and two' etc. 



Ken Harris thought in feet, probably because he was so footage 
conscious ~ having to produce thirty feet of animation a week. He'd 
tap his upside-down pencil exactly every two thirds of a second as 
we'd act things out. 

Milt Kahl told me that on his first week at Disney's he bought a 
stopwatch and went downtown in the lunch break and timed people 
walking - normal walks, people just going somewhere. He said they 
were invariably on twelve exposures - right on the nose. March time. 

As a result, he used to beat off twelve exposures as his reference point Anything he timed was 
just so much more or so much less than that twelve exposures. He said he used to say ‘Well, 
it's about 8s.' He said it made it easy for him - or easier anyway. 

Chuck Jones said the Road ru n ner tWrns had a musical tempo built into them. He'd lime the 
whole film out, hitting things on a set beat so they had a musical, rhythmic integrity already 
built in. Then the musician could hit the beat, ignore it or run the music against it. 

Chuck told me that they used to have exposure sheets with a coloured line printed right across 
the page for every sixteen frames and another one marking every twelve frames. He called them 
‘16 sheets' or '12 sheets' ! guess '8 sheets' would be the normal sheets. 

I mentioned once to Art Babbitt that i liked the timing on the Tom and Jerrys. ‘Oh yeah,' he said 
dismissively, 'All on 8s,' 

That kind of tightly synchronized musical timing is rare today. They cal) it 'Mickey Mousing' 
where you accent everything - it's a derogatory term nowadays and considered corny. But it can 
be extremely effective. 
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In trying out walks, it's best to keep the figure simple. It's quick to do and easy to fix - easy to 
make changes. 

A m oom walks - TAm a si^ps acw^ tCie pagp 




T^y To woKK our A crcoF WALmG iti PiAcr W/7H '1tie Fmi SumG BAeK.Btc. 
rmr all Brooms Too TrCMHiCAL. wr waft oufz sbain FRrFrc cc^cfnaratf 

OH AN iHrLFF^rnG WALK -PR.CG.BFiLGiHCr FORWARD, 

'Wf Can wobk out a oclf roci'iic walk oat fig , Pfrliap^ Fmr 

^id BODY. BlFTHON HAVFrti& AUJAG 3uc)iii&Hmp PFRFOmiNG FIFPARWTLPY. 

CycteS ARF /AFCHAILCAL lock JIaOT UKF what Wry APB ~ CYCLFS - 

CmCK JOHfS TFLiS cp iHO riHY :■? YfAF gU> OBANPPAliOHTFR SAVING, 

'"(^F WHY 'lAOpS Olie SAM5 WAVF KffP LAPP 1H6 CN%c 

/ 

Incidentally, if you are using colours as I am here, it works just fine when you film them. I often 
have a lot of colours going at first, and you still see the action clearly. 

Now we're going to start taking things out of the normal; 




'ThLFFS VfRY PilMPLF WAY TO BUI IN:} WALK- START WnVjUSr 3 DRAWIH<^- 



FiF^sr 

WF MAKB OulZ- 
TWC 

C-GNTACT 

FOSj noys - 
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THPM Pur IN 
MlPPi-B PO^inOH- 

PA^^fl^Q FC^mCN'- 
CF 

pPnAK OCyiN 




TH (S TfMi: 

m'Ri; RA(S/m tr 
PlGHgZ THAN 
PF&ViOUSPf. 

V^B^'FE mAKiHG IT 

rfi^ UP i^osincH - 
--TH0 Hm. 

/ Vyf:Vfc' , 0 /i 1 /T 7 Et> \ 
I "Tilt: i-l 3 G 

TAWfi^i:. wEiewr 
I AIVP O/^ CC/VT/t^r? / 
\ lA/fU^ACTAS / 
\ iit<; i-OifV / 



When we join these up with connecting drawings, the walk will still have a feeling of weight 
because of the up and down. We can make tremendous use of this simple three drawing device. 



f^ur i-OCK WfiAT flAPFm^ IF m&.0 JXPWN OH T//P FCOi 




WP 6 ETA 

blFFemiF WAPK" 

A' CAizrccm' v^AiA< 



P 4 SS 




PO^iTiCN 
IX^\N ANO 7 HB 

ccHTAcrs. Acr 

A.S THB H/G,M ' 

sr/v-P GiViN&A 
febung cf 

Wfc 16(47^ 



TH^ CPUCiAL ThiNO /5 THfS' A^IOP^E POSiTiCH AHO V/HSRB PUflO 




Pass 0 ^ 

POS- 




squash 

vitTri A BBNb: 
WKPA KfON^yP 




HCW 
ABCuf 
ntiO 
ONB? 



PAir> 

fos. 
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CONTACTS St^f THF/UlPP^e FOSmON UTrm^Y CHAHQ^ ^ryCWALK 




O f?V/<?tiS/^y weu A/EED TMC \ in a SIT>W St^p MfSHT <50 AS far as. ws- 

we TO Acxo/womre ) Aa-most a snfak. 

&FOAO MOVFS Wh^ w/S / 



1 /VPAr /F ThB fmr&Aima our siorway^ oh w pawj/vs Po^moi^s? 




ANP 

MAy$>^ 

STRAi&UTSN 

TUs- Sopy 
OH it/e PA^ 
PcSiVOfiS^ 



OR. SuSr Tier rifAD AwD SPC>u/^eR -2 s/p^rMYs cw /^SfT/ofS - 



TH^ m wm 

(S. po wp 

WAHT-to firr thb 

/VI I OPPfS 

pO^iVOH'-- 




NOT To M0TTION 
WHAT WfF CAN pc 
WITH T//e himO, 
HANPS, ARMS op 
F^BT- 



-fHT VAPlATiOPt^ AP0 ^NDi^S - 
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AMD WH/ ^HaiL-D WE BE ^%tUCK WITH TH^ S^HAPB? 



HOW ABOUT 
iMSmAD OF tSAI^it^ 

-rk<i mouB ^cp'^ 

OH Via PaS? POS - 

5TT^fCH it: 

6f/vE<; 

FU^XieiPlTV 




uET-i' SAY 
IT^ A WPAViElG 
jv\ak -got a 
P<OTOU . 



■— flE(,V6 L^m^ 




MEEP/HEi 

EEYEE 

TKPo bc,?r. 



To my knowledge, I think Art Babbitt may have been the first one to depart from the normal 
walk or the cliche cartoon walks. Certainly he was a great exponent of the 'invented' walk. He 
became famous for the eccentric walks he gave Goofy - which made Goofy into a star. He even 
put the feet on backwards! He made it look perfectly acceptable and people didn't realize they 
were backwards! 

Art's whole credo was: 'Invent! Every rule in animation is there to be broken - if you have the 
inventiveness and curiosity to look beyond what exists.' In other words, 'Learn the rules and 
then learn how to break them.' 

This opened up a whole Pandora's box of invention. 

Art always said, 'The animation medium is very unusual. We can accomplish actions no human 
could possibly do. And make it look convincing!' 

This eccentric passing position idea is a terrifically useful device. We can put it anywhere and 
where we put it has a huge effect on the action. And who says we can't put it anywhere we 
want? There's nothing to stop us. 
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For that matter, we can keep on breaking things down into weird places - provided we allow 
enough screen time to accommodate the movement. 



foz 
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Anyway, back to the normal : 
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'FlcNTAi-l 
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['ve found that this contact method is the one that gets you through - takes you home. It's espe- 
cially suitable for natural actions - which is what we mostly have to do. I've found it to be the 
best way to do most things. 



Milt Kahl worked this way. ‘In a walk, or anything, I make the contact positions first - where 
the feet contact the ground with no weight on them yet. it's kind of a middle position for the 
head and body parts - neither an up or down. I know where the highs and iows are and then I 
break it down. Another reason I do it is because it makes a scene easy to plan.' 



‘i always start off with that contact because it's a dynamic, moving thing. And it's much better 
than starting with the weight already on the foot, which would be a very static pose!'* 






lA/HiCI-l IS ^KACTlY ''^hAT we SBCOI^O 

T^f'lS (S Tue WAV ART ^abS/TT oeT0\l FiANfteiA A WAkK'- Attb ITHA^ 
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I ALTHOkOk irs 
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/ 
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The cleverness of this approach is that weVe already taken care of the up and down in the first 
three drawings. Of course, we can put the passing position up, down or sideways - anywhere 
we want. But having the downs already set helps us invent; it gives us a simple grid on which 
to get complicated, if we want. 

We know it'll already have weight and so we're free to mess around and invent eccentric 
actions, or actions that couldn't happen in the real world. 

Again, we're not stuck with one method or the other. Why not have both? Not only but also . . . 

I highly recommend the contact approach for general use, but starting with the down position 
Is very useful for unconventional invention. 

From now on we'll use both approaches. 



Irs K/NP OF ACAP^MIC^ Bur IF TAKf bow 




ANt> 





cojr^cr poya'u Fcs- m PTfiop 










Down of a ncfmal wafk. 

-n\c 7W/N&.- jilsr off chf P/ms£ ba^ufr ce Pha^b uatsz. 
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rtaj* 







Truckin' on down.' The double bounce walk shows energetic optimism - the North American 
'can do' attitude. They used this walk like mad in the early 1930s ~ lots of characters (bugs and 
things} all trucking around doing jazzy double bounces. 



i PfA Z you BOUhlC^ T^IC^, 
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But a CAUT(CNA£y woi^ neoM k^n 
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AMP OE'fAioro PoTF/NC'S’lO' AR/ViO TFAF FOOKC WP/RP 



123 



(5aA)6TL'>'gREA(C''Wg LF&. 

■A'e'EP QOIN& TO smc> It wnt-fPi0R rr wcuu> s0t> that way 






porKiS 

WHAr 

ARf SA^Bi TT 
CauU^‘ 

^ SIZ^KIMG ' 
■He JOINT 





OF ccme vi^ 

le^VtAiN 

- 

“Tu- cAJ uy t /Me 

IT CHAfM 6(3 F 
\MHFH ir^ 

iN 

PeF^'pperrVP 



^AeVe TAKfN 
A WAMMfR aNP 
' S | 2 t>K 6 M ' -fine 




ft LCoi<sw^if2p^NDa&M^^uriFW0C^wAH/4.eTrpAMcgg ohiroPoF ir, ir^cof^ 

jt(sr . 





WTCAN 

TAKe iN 6 pep/ge£ 
PfgeBTP^ iVflH 
ONDeRPVfNO 

orpac-niRe 

(^/p lAf-p wwT ro) 

Amp fr wiitbp 

pePF^cny 
Acc^PrABtP 
- F^FFCiAUy 

I FI McrnoF! 
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WHY AR^ P0iHQlU\3? 

eV^WH(M<S Dom IS TO CHAH<SBf MC^AOnON V^fTHlH 

TH^ACVOM 

TO LiM^ THiHOS ifP- G^r AWE UfBINlO fC 



Grim Natwick said: 

‘We used to bet ten dollars against ten cents that you could take any character and walk it 
across the room and get a laugh out of it. 

'We used to have about twenty-four different walks. We'd have a certain action on the body, a 
certain motion on the head, a certain kind of patter walk, a big step or the “Goofy" walk that 
Art Babbitt developed. 



'While the opposite arm naturally moves with the opposite leg, we'd break the rules eight or 
ten different ways to make the walk interesting.' 



TAK//V& Oud PU'V Now AMD Al>m& iN Tfl/N^ To 
^AY Wf HAVP A l^iNp OFAA/6^Y WAtK - We'p NORMA4-Y PO iHtS'r 




(5ur \JX>K WHAnHAPP^S WHRY WR DC maSX 2^114 iHG% 



M/M POWN 
ON THP FC^iTcH 

gACK cmv 0 X 
AND Do Vilt 
W (Vi- ARJ^ 

e^-goW. 




!y<u, 
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WAU< MUCH FU&'H^IZ- 

MUlC /S Twe KiHO OF THtfiQ AFl' SA^JSlTr P0 ACi- H(S pFF - /AAKiH< 5 IMAOS.'SlBCF HCCH 

CON\/INOiNCi 3<^d &Fi^}BVASl-F, HFp SAY, A UiTO-^ BIT rRiTTHFUU'f-, 

SCi IT PC02HT JLlCT trX)i< HIKE ONeSTEP RFPEAT/H(^ VY£ SLIGHTpV CHANGE 'SlHHOU^riE 
CNifiC CanACr(^ !S) SoTHECOUMTFP AR.YA PO^iTiONS AtZF P\FFePmr 'rPm CONTACTTT., 

CN ifie Cc>NTA.CF itiC BACK HfG- IS ''BPaCPNCAMPliit ftXTT SMtVEHlFP m&<MA^S~ 

PE's OH TWOS, - EACH STEP rAKF&i 14- FPAMfS . 




Sack Apcw piFF^fi^nrAEJ'r^ po^moH backa^qi fix>t sAc-KmEF^ back 

P^'ATfe fBp^ftcus contact ^vmS9S ABCH Ym' A&^N 

- .SACK ApCfl y?EVfifS5£S--. AKAiff 



Sl2EAKINe 1kt F\psr STEP TOWN FUFTHFP ' 

^5 fes, 

I 2 S T 9 



U 



IB 





(jlKTAMm^P) KAKMBFBAy^' AKHr,in\^?JK>Km 



HOW iiiSL. OPfO^iTE ^TFP 



FtPT SLWlvmB BATC. 
Bm- KATiTS. HI&KBSr. 
BACK ABQi 

FCCTSCca FCiEMWAy 
FBcm «S. 

■&CTH BB&s ea smmr 



Butt FAi-F^AS-n^ 
CCJVTACre &(5Xf/VPr 

Sopy TW/SfS AvW 

raoM «s 
ao^eST PocfiB 
ON mCK'NARD^ 




The Am ^Wm&- sP^tA "BBmK- And ih Poor BACK eAFhER -TUe PFli OF%e.PATtERH SWE. 



126 



FK)FIL^ WAI^r^ IT TO 0^^ FOTf 

A MO ANGLIC) S I bmAYX' A B ITY > ^ 

f \/^y p//i^fakwtffCTr4-AfcW 




p,&TS‘ K£0 P TAf<!/\l&^ Oi(f OF 7^ 0^//V/\Ry- 

WHY MOT A 5/M/^i-P ppV^KAi- OF TAF UFAND WWM OTA /^O&MAF 







!^VLL A^plHG TO OUfl 5 /KAfN pCSITlOMC 



m 

F>i 



THf? f? F;n^ 

s wr A S i I 

OFPiNAF/ 




^ IFT^-X^AY 

KME^ JW 
CWTH^ 
FAS9N& 
P6SmQ^f 



P05 




pccF 

Fi-opS 
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7 iMTt) WAP<$ J 

A mo or strut: 

IMS R^pltie BOpipS OTTWAPPS OH 1Te EXTB^M^S ^ SROtP^^ H-fPS TlUT^P- 
ruri%€ PASSiNG FD^f-noA! TOWN ^ SW(MGl2i'eU^iNWARP>S SUFR5RT 

UK? ' |i:iHPOF KAkXK-KAlEpD - TITI^'U- OIH^AH iNT^StiNG- i^UfJT 




nmt< 

THis 

S\Ap^\ 

Ppfr 



NOl/V take TlfE SA/XE EXtF^ES AHP PlffTtie PA^5fM(G p3SiT(0)(V UP AND W&'ti. 
^TRAksrtTBWTfieSaPtopf PPG TO LIFT HZ/UClPAAlP^W/NGirii^BSSiNG tPS- JNWAfPt 
A5 PBPV(Ot{$uy- 




^IVE^ 

A VEBV 

DifTi^tfpgNr 

R.e^U(T 



^UT/M/<E1^ NPKT gPFAKpOWN PDWN (As Nat'HM!) ffHTR PFG 

^ci^TkoTHEB e>RSAKPOWAj 7(ASTC0M/N<& FoPIVABD^ JUST //VBF/WP^ A 

- FEX-Ttit J 
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w CA\j Go OaS Tl-ffS IYAY^ EITS ANJ5 7?t'/MC^ A^aID 

CM CM^ gM'C 2 Pi'^AW/KG' PLAiV . 

How AiSoar 1U SMlf '2- STApr/zYG BUT i^ml. 

j^unk p/^^ii\B pD^moH UP, 




mArwdi^wYf/^<i To par a w4y^THc^K/AiGAg“uur / t: 

A ^/MPL0 Gr^lP (9N To BU(U> QUIT^ NomAL WAPKG -- V^/t-PiT 
^CC0YjZiC ONS -/Mb Abb THAT bl^ B0fV-(m< • 
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hlsm A OF WALK oH iPie ^QidFiGt^E^- 



5HOtU>^ 

po (vor 

OPf&SF 

Hips 



m^s fos 




yA^ATiONS 

A(^ 




Til-f 

Aw P HgiWp PM ptx. 




\ 




AWP I MAfSfWg WHAT 

w p Can up rc> wh^ 

f WF$tA/£T 

Tftgir,N/6 Tw/fSTlN*- 

i’He gcf>y TM iW<SS 

UiHEA 
SUXK- 




IF TH^Ac;fToNs mt.)ro t>o^ir^ A GODp 

I 7& act W ALC-TkeeUSlAi^SS 72) ^ IT W lUC RT /NTD 1F/R T/MR 

AU^orr^D, PfscARt> AFt-AAoi^ry an/> act rr oar 

W^fEN I A5f<iT> MILT KAWL ABpxTA AAA^VmOiLS PEMAFR WALK /^Pt? AN //IWfD, f4p 

4Aip mrifYoiiDsmiM^tvii^ irVaJp pavf a/a/vt^ 

To f<(^< m *' 
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V? 



I 



17 



5 “ 



u<r 







uF 




APART 
ApOpi% 

Ai AN 

/v\akE^/5 
1'lie Hf^ri 

'dJ 

Jf!> y<ZA' 

PW 









tWfccr 

Pi-AT 
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- vp Wf AF/^(P [OTAKB AND piS^r imHOi- ES'PFC/At^V m-^r ACHOi- 

, P.M C>(VES) 
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TT'KS Fi&o/l0 I ANIAl\AT0} ■' jUSrTOSHO{N HOW FAR iVe cM 60 { )t^vo&<bd 
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a-AjCj-usioM'; 

Vie CAiyi JAKe- grsat hs ^; fs ' 
wirw FA-sr -fVFN 

W/7}< pFAi~($T(ci- Rf^Ul^FSii 

/T^ GB\nOVi^ THAT K)K ^TLX 
f=A^;T Ad;r(ON^ V(?U Tts 
/V\AK^ ^VFRY PeAWW6 " 
AN A^^(^TAWr(WTH<^) W(BHT 
A H^P MUCa^^ 

OP Nc^ /mcH . 

MILT KA^fL- 

\/r (Tj; MiTACT/OW , 
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NOThlHG LlKi=' 



/NNu'7Vi^R^6i-£ pa^/EiUfr/i=s ex;sr, 

N6f Copy ( A/6' uif^^ MAmeA 0cMmrO(^ It 

AAJD IF m MAfCg A M[SW^, '^VA/0 /rs’J^sr a 

At^i? 'f^s.r A9AiH . ha-a' f/ic M/VV0 fau- qy oae. - afr ti€ opi^ ^aif 

OFifieT/Ml= (T'AC ^oeKANDS)£ A'^V- 

yrcE'A A EiUF " 








;(ag-AKir/>wy / 

Fi^ETff^(2 
(H 

5 MP /3 
WK^ 



3A(5<lLes 
GM 



K 



CWWAf^pe 

/ 





cpi?F?'tO a>r 
ro irc 

CUf5!^(3i^ 



ANIP m Hkvmr A?NF anyth /MF a FH a/fap w /th -iCC/qA/ 



OA/y/t^FFpr IA£ TAe AE/Vis 5-.^) AMD ^eRVCOACffCi/AT/'V^ 

7H/> iYfCC OiV TlAOi' ^ Wm-iONfC ADPH^ j?aAtCFoF7kfieQAP Q'^ACii^ 
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FAC-K 10 HOIZmLCy ^if- 



V 



Tl 4 e H f^^L- 



lllc HE^L IS 7HJ5 LEAP PA^f- 

H'te (vC'T (s sfcoMmpy Rpiu^ws’ Aloks, 

The- K£EU LgACs ^^^'iUAOruAi. PcoT ^EH/nP 

W FUr^ FDfiWARP- SyTItie KF£p CONT^i-S (F 

fb^ WAt-K$ at-t! £.i;MS - 

\-OQ<-iktHmL FtAT ON 'ft«-c5ROaNP fC^-%^ FiEFAIWe OF W;Fi(S-N'n 
Keep l^ie feTf @AOK T7U-''Pi£ P0^5[I5L£ MOW&OT 




-sr-fowgA. 




Af^P 

ulKavl$i^[c. 

G^RCiWP 



FUvf 



ANp 

PCAPcpy 

is 

A WAVS 

uATe - 






Fear ACTION 






mwt; 

Cftic^' up - 

i£(^(vE£ AN 
A^WTli^MAU 

sircruFS 



■•l- 




4: 




‘M1I> 

WAV' 



[.,£T5? 

it^e, Pass inO 

A 

MiPpMAU 
WAiX " 

^FACTAi6 
W fTW TAe 
COf^TTAClS'. 

/" j'AY irl? \ 

\^(?M J 



our- 



fW/ii tfp 



MfP 

WAV 



THiWiUe 
pAf T^PAI OF 
A NC:^MAp 

FTfP 

StW^'NO 
from TTtt? 

crwrACf 

ppsinoAf- 



FOF vMDSr' 
TWfNOS . 



PASS' 

potwf^ - ^us-M-roy up 

'iiu tow 
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But STA12-T 

lit KiNPOFy^ 
^piric^'FttSdli^N '■ 



WifH TFf 
ft>SmciV 'aP 
'eN 

OU& 

MiC> PC>WN.S. 





Tl'Hi T/Me SCTH f(S^! h;-;ir 



VOW wp 

Dowr havp 

To- fttcNK 
A(SDtrV7ie 
ups SiK^ PO'ff’i' 

ANp [N& CAW 
CO/^iCE^1TR^re 
ON PCAIA& 

-(ke FBBT- 




APD IH 

A PArWJ^lfO 

/^PPl^C>^CH 

TO f\ IAW,<" 
\\l fAK, 






PitT 

AP'iTie. 

"l?iLKi£)(:r 

i^paakopainS 

3 AHD 7 

I. rAOK^ 
MCf^ ^ 

V/TAM"^ 



p^yrwp’Tbe 

i-gAV/ws TH^ fSfaOiVp 



Mn jrtfSF^OT" 



APD jM 

grrsAiSffr 

f{4gFllA/^VS 

/ fW MINP \ 

f tfftVT 7Ht HSEL. \ 
[ J-EAC5 and TH-e I 
I poor Fb-l.At;t»S5 / 
\ A^iP 
VMTcf^ .. 

TKe ,ARC.^ I 







in' o?v(oui 

WpVf^ cSctmdEp 
pfFP /K /r 
MOW- 
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U'li MAK ^ IT 

MOfz^ 6'P£!6dr/-y. 

/W^H£ -5 STRA'/c^ ! 

Ai I r Pi,i6HE^ OFF 

MAK^^y ^TIlAiGHT 
IT ComAC\^ 

ih <^oom. 



ANYWAY - At>^ IN 
^TRAICAHT 
(N g|rwi^<5 

fXCF?J K^P 
'FI{^Hx>T 'S.oi^F 

FUAf ON 

H-AV^THE-PcPTo!^^ 

FPATMK^^*? 





t 

p^w\y FX>T 



FM.r FOOT 
OH t& 



WOW weV^ Got 

C4AHGFS ! 



BFNT TOSr^f^Hf 
'TO 

-ToomAisfir 

" TO BFH T 



AtrTfi5«gH so FAE. 
Trf/S f^ivr R0NAV w 
P(Ff=^^T TWH W£^’> 
UP W<TH (FWelD 

AtaFs^ from 0«R 

CoHrAFT METHOD. 



v/fVf 6or 

(C'HAV&IS anp 

V I t>J-lTY - 

TioLggAND Foot 
PASS FAOr TAl^OUOH 
Ttt AMPDuE 

ANP cu(<;r^ 
ATT& SC^5(NW(N6 
PNDtif'T^SrFR 



NOW F/ND 

method /N 'Ti-ie 

MAPNESS ■'■ 

H £Rd$ WHAT ART 
BAggffr M ISHT PO - 

AYAET W[TH T& ^AM0 
3 6A5/C POST^Oi^t' 

ST pur Ftx>r oi't 





UeAT PASSfTfe- 
PCAiTiON A^ fS'^ 

Bur ~ps.LAy 
■fUt Poor ON 

MAfCETie.ftDToK'V 

gACfTWARPS 

aSaw- 




X e^uaY 
E*ef=cor 



I feor tMf 

OA(T;w/i/££»S' 
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7 - 6 $ 

r ' 

ftiMO 8 

Ap0^ AL^O 

pCCpNTPtc 




AAfp tm‘r 

MOI^TUPcoT 



■m 



-f /5 






FiCP^ 

1 +^ i, 0 i& Tfe 



AHP y-^l- 
cxmTAp^s 



TK(^' A'AV Or WOf^A(MO A^ip-TH/zV^/iVO- TAP BASIS' OATAP Kit^OOFTHlH^ APS pll> W/fA 
HCS 'GCOF'/ ' /T AAP A T^FfC //VTAtil^CP OH AN/MAT02S, 

ART A WAi<- SAiO, 

'WBPN W^VA Bor AH c>ppo^T0(^iTi To (HV0l<T - C^rAHHf 

-7]^P pAHT M^iOAi Fjpir , 

TTfAfS WHATBAPABATES' i-tS iAA/EACTlOV WIS S^Ai /HV^T- 



i-AV A f£r;r p/ops «p SAOh^py- 



roAv'm; C/CtCK4/ 
ssiPSAiBH. TffiT //udDB/A 



P P^BS WV^H I- 




- (B 



Afc:?T IT? 



CKUP^W/ [IToSJ 




-fniXil&i 7H£ 
:II>DL£ /YOR/^AW-y/5 



14 /KiTA^UBW 

powiv Bn 10)5 





THfA K .HXAOr/-r A/pAT T/Ae Ll\IT AOWH MIMP OH TPE 2 RA&^ l£ IX)lHO 



139 




AN n C ! PAT^ ^ C^R^&P OH ) 

_ - ~ 




OHVS WO’W" 
UIPTS Foot FAsr 
<0 ' / ■' 








■IT^eCcMTACf 







/ ^STli^-p TAKF-3 Ff2AMgy -* FFR FOLI^Wsn^ TAKA'- 



/9 KmAF-i') 
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i%AOT" A/v/P^ PPiTs T/'^(; t'V^r7(j^HT^ C^H iT " 



W 



i( 



CAN OO THt% FjVF HO]^ MUCH Fuf2J}{FR SHOUlX> WjE Ef ABf-F To ^0 !N AN/'/HAT/ON 
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Haven T y^r Qu\m Shown iho ^^pacihg m CM^tKoHm oh a ngI^a a/aik^ 

A OomULA SPAOHG roltWB 'COnmnOH/-^ WAAK oh l2'':s.C^rm>fim^) 




’■VfS 6-ffS'^ 
Tf-fRu 
(BOHTKCf 

camoti 

twro .A 
-f/ie pcWM ^ 
i)ur 

POHU 

i>v3 

<Pi?eP 

P/^ . ^7 

Cu^ ON 
Awii 

0\iTcT'^ 

-nuj+isfi WO 




/TiMOOKS 
A S fTOOO 

$Pn&\o car 

i-l K& TH is 

e’ur 

fT'W’Ci^KS' 
WHE'Af 

^^V\Rie^aA 
AS?T 

WOUup 
lBf= 



AH 8 F£AME 
yvAp< 

^xACtbY 
~tk'( SAi-h^ 
PiiAHWO^ " 

wnHJHSt 

S^NAP-e 

l/J £^TWEE^^S 
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GiJ^OU OtfO 

a I 

zzL Fc^caoH 



{1^2 

o 

] 



(7 ,rt J.J aS" " 

_'trb 

‘ fl+lp-pi 






Tf+rRDi 



"a ,-r 



A<(I) 




NO^/ 

'STTI^I 
'Ti> Ti^Tsr 



j / ''■< 



S^TAflT tVjTrf -fTu f5«r --^ 
W«P Cf= OM SA^KWARPi* 






FhOT 

TV\V^ 7 BD 

\/\ff^6 P{R0^i^ 




- ^42fATKW 
aVTW£SA,>{(H 




ro/? 
Gpoi.f(\iP 
TWiS WAV 
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K(^P faa^i^G W flH Va. FcCT iSes^s fc)fVW " 






ae 7>fi.s foje^« oT/jet 




'AWl>^fJt FcC'T 



lA/AtK/W^ wirH %t fesT o/l/ BACKWARPi 



;w ^urn eq^^Vf/^jctAisty 
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AMlNf m m^NT WHAT PO^N'T TAHf PMC^ IN IHf Wom>- 

Mf T^AmirrsAio. V (^ooo pahc^ /a/vea/ts. nt hot miuRAL- fo^a p^^oh 
firs the Afe - to sassots wrm rn^i^ anc> 'tpfn i^hv on 'IVFif. 'tds . 

we CAN PC ANYTH INQ WE l^A/Vr AS LOHGA& WFNAK^ iT'WOeK"- /V\AKe ITIOOK B^UFYABPB. 
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rm miQhir SHiFn wor id anofi^ /n a /^ormaa - 

fach t/m^ m A poaf (T THftusrr wri<swr of cv(^- m>y fc^wah) 
AMP TQ -fH^ Cil>F 0\W-rHF CmmFDX.F. 

AUFiktS'Hoau>FPS /viPSTiv opfospiu HfpF $^rro(Ks. 



cowwcr 



Tfe PftK m, UP 



COAItACf p!<£|>?WM P(S,£.C/^S up CoNTMF 




SSjSHwgit^ 



PWNI? 

^rMfSi+ra^i ' KGT 
SUTflbL KFT^ 

PASilNS- 

CAUSES "pt i*(eistfr 
To t^RcpCfi 
17^ 



WS^Hr 

Tbll’ieStPf 

oVg]£.-[Fs,r 



^tPA((S(+T^''‘:- 
SaTiu^u\f(^ 
pA?i IW^ if (S' 
OMSfS. Tk WBK^ 
70PPDpc>W 
ITS SlJ>E 



A!JP TAKES 
1t»A Wei Gft-T 
ToihLSiP^ 

ov^ Tti^- ftor 



TUt R»r 



TSANF 

foii Foot 



9 ^ 


!"■ 1' 




r % 


fe-jj 




ILMmvS^ 



pf 


A Vv ' j 


tj 


111 ■ 1 


flj 


1 \ f 

V ■ 1 


Jar 


1 








146 



WBIGHT over. 
HiS L^FfpCOT 



v^&ght over 

HiS jEiSHrFfcor 





"TTl-T /iie EEi'-T^l^iE 
f5ACK AW P F0)?TH 

■Ti4Ar UJW£$T- 





NOK/WAUyiZie SFt-T IS CbWN WirH f=ccrr Tfwr IS CDWN 

an£) up with 'tHe RIOT imr is uR 



AND 

NOR/VvAU-Y 

ShouUP^R 

OppgSg S 

liu P^IS 

we \ 

■Caw CO n/rtir] 

We MKe y 
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V 



MOVE ME 




(H ti6£, pA2SiAJ& f^Sfnoh( 

Tte HaNJ> is At - pc P(9'^^Sr 






P^-' ' I I . 1 — VJ. » U. — - .11. . 1 -. -•■■■ -^ 

: MosrACj?c^^ ■ 
Fciu^^f aRcs 

- 6-m^Aiu-y 

an AcncN 

1 $ (N an A 'RAZ I 

. J 

I I I .^ 1 . 'i^i - ii ■ mLinw-i i u ■■■ 



ASTH0V ^^iHGrTo BAlMlC^-iCailHAoST 
Ot- JH^ WAaK APWS W HA-T SN/O 

TO ^piUA t,VAVfetlKS 

PRVIXiUjM - 4-IKE MDVi^/Vf^r. 



U('ci>rfw ws 
HEE)- 
MAiNrA/Kl-i 
TUJi, ARC 



"Hi a WR/5T 
A/Wi WlAiNis 

~tUt. /4/2-E 



Mf^rc5Flfe-T?M K Tke^ 
mu OF /CTioK f£ 

A/\f APC A ^ 

S' 

~ eur -JOAteriM^s 

AM&E^iAR- 15^^, S7?EAf(S(/r 





D JUST rC' AM4C^ c i Fp D f FFiCUa SNmU> rmt V - ■%. &rVg£^/H5\fr- 

UF iA/A4-K-Tte-AK/WSW/N6 /sAtTS W/P^r OV POKUV ??:6f7?avl,/VDTOA^1^<:WCrR^ 




5tcr 

cr 

ADr 

■ sni.a< 

W/TW 
TJ(5 - 






fViK fo; 
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,AEA-1 V'Dl'm^NS 

CM 

cfi PQAeTiC/PP/ 





FMAilH- " 

TW/5T 

twisr 

'tic " 



NoTIf^ 
PpOFlLg 







C3' 



pc!!\if m/e 
1tte- HAN 
HacM 







WAV^ej'uir!^i\' 

K^~fO 




Wo^i ^^mjcCi'UMhxS 
P H rm 

ON AN UP 
p AAS 

KCiTlcM ■'■ 



ANp powN 

OU 1tio 0qrf^wpS' 




0/2- 5XM(S TH(I^ 
WITH A WV/i 
■p/^E=/M£ 

pos/mf 
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hOv^ A BCUT 

eiAHi'Up 

OH TKt 

3 cW'T/'i£, 

AB-MApl(^rn9>VW 

ciu'fjte 

P^ArncM 

/ VVf+ftM [A \ 

[j^lQd >avN j 



Hope's A JAU/^TY m^K 

DOI/^S jaST THAf' ANP A l-OT OF~!kt THlH&^ lA/P^P TAM^IAIA ABOUT: ■ B^iX AiNB , SBoaiPTBO oPft^e f-l/pS ' 

T(i-T(f^6&ia PS-AY/MS TWmPi^ flS-pr-Ppve^lA^ &P/. 
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To Cfpr FU&XIBiU|Ty (,N an arm SWflVI^S- 

WR'P peA (5 THR KANP- 



TH-e Ai3C / 





ANP THiS: WIU- GiVp lt<; A Nice 

uni^ OV^?eUAP OF THA HANPS 
/AT EACH ENp CA 'THA RW/M( 3 f-. 




-TP 





■^‘^'A /6 THP 



5 ACA 



At\iP W Caw a bh 

FHPKIPei'iV 



P||2op SHcUtoeR. cw 



> ) 1 



PROPPING tM SHPUUCPR 
An 1?a' PASS PO)SiTiOM - 

NWPiMCF 

A DessPi^iR arc. 




W£ PC? 

FOPWAPP Af='w- 

PPi 5 AK' 0 ^R'<p) 

1R eugo^ijc iKT 
ir p:r--fe 
.fe.i(£Hf 6 'P- WRC»^tS 

AiMi? whpth-^r >r 

WOUPP ISRNP 
THAT WAY PR W5f 




ANPWFeN WPOoM^ RACK,WP'HL-'BRmK' 

(gj=ND) iT A^'NW ' A'lpHiTt-PH- CTOlNCs- TpiS 

(T i-o0iO> Qu ite 
N 0 R/VV\H' 

A NAruPAH 

■EpNP. 
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c, fofz Fi^xusiLiry. 




BY joint 

We cam Jf?-T ol/WfSeR MOVEME-Nr FRON\ 9 Jmi(^frr CiMK. 

WF won’t HAl/T TO PRAW (« A RU0S^Fy C/V?Trr;NY lA/AV BE t- . 



1 

CpT 5 make THIG RSFUy CUyaR - AO Co/NO To MAi/E A EOT Of 7T-I$,,, 






Ov^PAF 

J-teHAMPS 



wont ir ^CTT< CTeAMSE f NOTOWTiiE SCeffW. WMfKl /N'efTvVfRNfP ITS p|?a^BCy 
Gom 10 BE TOR ^ f pAMT s ^ OF A t^cond. Tcc? Jiack to Jead.' 5i/r wfUAfebi^ 






(r- WFi-G FPFLIHF IHCR&\O 0 P fTK/lKif/r/ - /(VC^OAS£D CfiAmB.. 

SOMFOm /AsKf P fPfP ACTAife^ Now ON TAprrH- Kf 
C^UL-P pANCp- ANP move i-lKf Ti^AT - AND Nf SA(J 

'OW/ I JuCT CTAfOr ??■/ ■M'TT/W6' fSOref ffepr lMlUe a/d' 

5(/r /f /oa A/VAPy^E FCed ASTA/RH F/eA-Hf 0/ M-MMT 
yoi/LA- CfR THAT Kfi’ tfeRNKiNO- JO/Z^T? ApP-THR T/Mf 
0 \/BP-'TFF 

■iNTY'pkRCDPnVAPY CATEP KM'/ Xlit KpMAA M/ONtY MO{,t5f. 



/ T/J(NTOF If Ai 

itmiT X"' 



/. ■/ 




ifS'VU'fl'w 
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AN APAPTA7T0N OF A A.N/MAJJFP /-MMg’OV/AAf / /A&M ^ Wlf^G " 

B^AKim iu aixHis F\m map - 




owfAcr 






HAfSbUCfS ^ 

Af I; 

OF ^ I 
.-X I 



S/Dn 



At^p <PiOm BNX- 



BREAK/ NCt 

TH^jr-WT^ 
NHAm/^R Yoa \ 
V^^VVANY ( CAi^"F } f y 

K 5fceof^N NATaf^ 

-'(3 FhiP ^K-Pmrs . 

OH, you MAVFIO OOUi/HH 









’•1 




. \ 




yW. 








■ 1 
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i F'Alp 7WAr Trf^^ D(2A\y(HG^' Al^f JZ^AOT^H (Nr^R^'UNS - 

lf$ /■(■■AP-Ppg Tc? ^ pAPTAfvy CHARM OR OrVuB ANP S^0im STR-^CWAg 

^A~ri-(P UNPiAZp/zNO -^lOl/[=Mt77T CuPAPPy, 0Vi^yj apP/H& aa ^YpBAPP 

pPGiys rc CiZfF/KrB cbapaotpip anp ta^c-w om& cyp » -f^A& ly h 

■>Tjf'i/.{C^ Up£\ /4(Vp |tA Tpp A'H Pp ACZIAO- 

i'fcc^-rY pfz/wm^ ppsiPHS cam catvip 
iPp cau AicTpe rpE 7 ^-/v!/a/(S cf rpv aR/n ■RtA/WC ■' 



FAY i/VF MAHO rh'p FR/AF ^^Cv^/AFt FADW^C 
WP /7CA4A7F ZA£W.ACK ON 00 - TAK/fVCt H OTPC (' AuupP A-P/AAT 







povy I'VcV^ APP 7 H[TaP/^A?5 PhT vV£'/,C AliT THe:/vl ON fB's - 

OC VHTM TAP FeOT OH S'p AMP 7HF A&VlS 6/1 /6 S, 77/ E A/^M SiN/PO 7A/(FS TVVICF 
ASN0W6 A5TNF FPPT. 

'■'HE arm /P<TpeA1pC ARP CW 7Hb R4ME PRA-W /A/O? A-S TRF PPPP F6iT 7 THE 
MINIS 'TWIN' UNNAVJBAU^Y ON Ti-tp FAM£ S\ipF AC IHOfOfM' 




TH IS OOBT of ThiHG IB YFR.Y BFffOTIV^ ON A BjUN I 

k 
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ivotv potH^ 

WP'l-L HAVl^TP^ Am^ pU/WP/AIG' AlVAY 

W^il- fAAKe WAUK 0!^ (G S AMD WO^ AP/MS' OH S^. 

TAKE ON^ St^P - (^ek^o APART pdr^ CU^r/) 

VV^'U- Hmt> /A ORB ( H g^TW^HS TO SMDiM TH ^S - 




fVOW apdwa/dms- 

PORirtCHl AEt ON 1, ^,3^/7. 



Afa\i M 




Tf!K NgEp^ S/WGte /NBefWm/S B^CN ONeO gECA^CSH OF SO AXUCA Am 

ACMON IN A SHORT SpAt^ <PFT/ME. (jTfffs !^cWrwD/?K <M A EWA/ R^'^OAg: ^psOH) 



155 




r" 



LXAC^QeR:A7f"l:> COUNTFf-AC^T:a\! ' /W A FAT MAf^ WAUK 



§ 



ik^ ^TD/MACH /VlAS'^ 
,MOi/K up 
M %t aiw mu 

MC.mS PO WN 



f O ? / J' ^ 




6 >'I?:^ 4 CH AAAyS 
IMOV'K. 9CWU 
AA Ai A^5 
AA6Ve^ UP 



•Ss, 




Mr 

ASBOPV 

r^?wM 




/ 



wAP/7 iHe p^aa/W-tihr <^oes uP-'THe pwefe / or ra fR C/^ Soft 3f/^' 




A^^Afi^iP F^AgOggAXiA<S ' SDfTroCii^S’ ANP FPFASrS AIVCjpfA'fpl 
OpUiXXXI^. i£)[>v uip^ AND ipowns - 



p 



PDWK 
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NBAR. V.-ie mo Cf WA^KS l,ErS' UVKAT Wm TH£ ^A/D tS> 00 m.. 




A WOMAM WAM6 



Bumm 
m w thb 
morm 








The. Su-fTDCK^ WCaU? NofiWUY ^ 

cmmm> w 'nu, f=Ascws- posinoi^is 





-f?a MCW^M^r 
OF 1t« P^P^/ 
/lAOMPNTARfPV 

HCP; 
H ip£ 

MO\/E '1*te 

p(^p£/?y 

MOVg-S 

WAY. 



f Pt>~tHA 

HrtJie 
l-AT^ 
CK 
i^Asr 







^ifeiiBe^/A/6 rriAr wof^m 

P To I1/AU< OH A .S??^At6Hr 



12. S 

A' Z f? 16 

|-f-f4-(-+'|'Ai~|"' l■■^ 

wriee" TM/A*6S /N exA6GI^ATl3:> 

Fom. (m AooomHO tj? gjeoADiV -a<: 

^’u^Ly as^ rtim^ p^vfCeA^... 






'J3- 



2S" 



'HTFCP& iNAOmO. 

¥ 







WAU< 






FA^KfcW 

AAoPaii 

<::-(3o<A 

R(6HT 

<3V^ 




AS R> 

StR(PP^^ 




Ai\lP 

6At,tPpiWS 
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A FQp^mU^ FOfc- ,A BOq(icy Y^AUK - ON S's 



?-/16HS^Sr t>0\/\>h! HfijHESr' 

oiN-rj-fE a^-ni& (aoiK(& onW 




THF sri^iSHT /weervYF-FMS 



wm'^ 'h-i&{SNiiH<9l<.{9il M^y NZm^NATii^uifATH^/ lHV5htr^i> SO^iB V(HA£-' 

W/TF TFW OFim DID 71^/ /S ” 7W£ IVOULD '/AfC^ A S7^^-7Rm 

NOF d? IN Hit AIR. Ro^ 4 To 6 fRMBi TURN c-^CiopowN A&AIK^ AHOV^'- SrefR 




ffi-ii Foi' 
up_0it £>a')i'J ) 



C'c^jiscr 

f 



fOf>S UP 



CoNTACI 

1/ 




CHC!<? PAi.S FttC 

PP^N 



HC»LS?F-il Z Fiz. 

4im«s 



FP ■ 



'.3. FR . 

4 FftAME? 



rfoup* ffaR 
'i F(£AME^- 



> FR. 



UP 




HOU? FtH HOIP Fop Z- Fr^. 5 Ffa.. 

U’ FfiA')tB> & 



F 



l-JOUf) FCp 
-4 PRAMFi 



a FP^. 



TH^y 

WiGfir 
KH^P 
<50(rt& ^ 

fCRSOftS 

moef srepi 
fDP 

Wfp UP 

A(SAi|\t AF 
PAKC6A 



Tjlg CiF\|2M OF Trff-s A itV VtVMSFD STIFFAeSS ' iiyVFl\/Tf\/F 1HD6lGf< IT IT? /TARO ID ON THIS API75i3*CH" 

If we PONT 5rmCH /\ND OVPieMO AHP mAV PAI2T0,. T/TfN&^ JUST POCK PiMeA P/£CJ OF K/€1flSoAW>OE. A mP^ 

Citr-OctT >ADWN4 ARCCT'1,0. 
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A Soxses wa^ wirniktHBAP ficAvne ^ikt.surv^ fh-v/s Acn</0/ mov/ks UPas^POV(H 

FeOM S/£jE 7 D AS Ikt^mtH FBAlUP^. 'PtcBUTfACnO^ Grl^F^ ITIU^ WBKSHT. BUTJUST TO ODAiPi^TF 
T/f/^iSS WF'vFMA!>F'fUe.Fi<T^FAA^ y^tlV WHAF WO(JiU> HORMAU-V SF COAlPA^IAl& PCXtHOH 

7 s HOH e PABB im PoBmai. of coop^ th 0 Rf arf ho m oah bwu> from ahy RotHr. 




t'M.lfJ-r pC^Ttai 









HOW WB MAXs AHcm^ TrtPW We makb ANomm emm^ 

arKBH^ weSE’ w/WTHe ' H^BVtrtHWBSUTrATnkpow^ 

^vr AT rfs i^m^. Am'ni^ARmAT'm&^W)Cm'- 




NOW TWAf m ^e- Hf&ffs a®) iows wiEjow iTAU-QF G0rili&' F&iMT ¥te wwn 
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A 7petiNiC;AL Alp foil PLANNING A WAL^ iN Pp]2SppC7IVIS 



t F Wfs WA-Nr To IS’f \ 
TfsCriNtCAL A(^l{T \T j 





Mow KNOVV To p6it 1k TKfPP POSr— /WP AU 7HP p^r. 




■'H-lFN APP PA^SJW6 PpSiT/oN^ e-h:, BoWT/NH,,/ 
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HAVIN«S^50NE mmSH V\/AW< ?wJ R5^^MutAS Wb £NpOPAf 

1/ie MAIN =■' WO T^O CWAI^vfWS WAlKTl^^SAMB. AU- WpCAN M li Om^USB 



A >pl’if^y 

WAi-K^ ■ 
KK& 




IF PRPSMAriT 



AMP W OPPEFl 
WCyMAW 
WKe-i>fi5 




A pFUMi^ 

A PPCfii^ 
(N 

eAt-AMC.£ ' 
tue Head 

li LtSUAlP/ 
^TAffcNA-P-y 
ifi -n^v/Mts- 

ps/r 

r 



Pf2U(\/K- 

Hp/ep 

AU/vlA/^ /AOV(n& 
A pirrLF B/F 




FRIiAflD, 
tAi eopv 
PApsTS 
HAJF U['>/ei 
op -melF > 
om Jut) 

T^\iO To 
IKN^ 

,, . 1 
l\ i^TlUt 

C^TRAH 

oortTPou . 



iVAp^ - 



Lli'^THiT" 
VoTHiJR^ pplpe' 

c'^ , 

o:r ( ' 



3ti(j 

CARPFUI- 




A FAT fVlAN S'fMiPARt/ 

6)UPf<. TtuMr^HY 




A apap-t 




cftt<-«- 

FATON 

fivsipe 
OFT^Wib 
■- HA^'ro 

ApAIST 



g/tPAWCtAl£ 1U-Wpl6{i-r- SC'S H/F, 
trff vV|£(6Hr HAS TD PAUNCg - ^WT Fb^ih 
WSTAWF vV|+0^ s^'E.''PDU^^;=tV^S' FAiUMS OVt^ — 

W^5 ^R'GAW Cut gALAAfQF-. 




AM6py '‘ARK- 
ArPWAys: H(T ftx>r 
^ \ THPOUS-H '3^ 

^ ^ ' FA^r/ 



ASt'pjvr 

PPWN ( 



mvo^ WAi-K 

WHOPe PPP/RDCPS 
$lD£T&T'Pi^ 

rp^Y 

\HgApy 



A(Cp TiA 




0A(3lpS A^ 
Gp(vs7?wn-y 
■QFTeAPAWCF 



Oy^FXA^^TpD f£T>r Apno/- DlFf" H(6H0e, 

TKAH APUWT 








Spf^p AfMr A 
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50 /MpDCTAfr /(V W/Ci-Ks: '' 

Kmi ^AP, '':gAS^ WAWS OM l2-'s - 

C'^ P(PMfPTKAHi-) 'TI-fFW ^V^|2yrriifi6-fS JI^ST 

/MUCM PASTER Of?. /5 

^ MM Siow^rm /Z. J 










6{0i(^ apSTAi^ 

FLAr awJ 

■i^T&AfU/vfS fbcsr 

E^PS W piW(S^ 



^UASH /w::^FTmN 
WO^APON f+iT 





VQ?|£-AT-M? 

TypK 




-fe 

THatST 

fepWARP 

■aJliie 

'Tbpaft^i«, 
BqPVHA^ 
'To Rcnwe 
Pyofiut^e 

f(9PcF 
1tit pfp?~ 

"kVAPFH(V'G 

SlPploSiPf 

fo^.4RD 
P^fAI 14 - 



AcSA/f^, fTs hot jusr pon/ wy pax- 

/T5 H^9H/ /5T^e P^A/ FmUMG? 

^A£> 

Mppy 

HAPPy 

TPcusfm/p 

PRUA/K 

^'P^isfTty 

opp 

yowwe 

StfRppS-^p 

HofmiF 

coNFima 

■^PATHPTfC' 

CoMCpifFP 

/V!-pi2ya[5 

ipp 

AA/6^y 

PA/M£ 

/A/WP/rpD 
Mf mrAFiSTfc 

JOYOUS 

^HY? 

TaKF a FR-Um feR FKMipLF ' 

Th^ ARf So M/Wy D/PPPP^ 

K'A/PS^ 

"fe 5fay P0^A/K 
Pf^^CiVms P^HR 
15e S^-f-piTY/Af'S- P/euNff 
FYpAHSWR , HAFPy mJl^K 
Of^'OF<:oM?mt AWlPTiO P/^AlK 
OypRiPf POAlTpPl^W^K 

i^e Vr^y Pf6/VfFf£P PPUrt/C 

1tie V/(5Ap.^/ 5A1Y A 'V(CaR. iYA44fK® A VWl) 

■1^ /WWfB/T^p SPCiPiy AMTpP^ 

T?£c Ff6ffT^A/& peUAlfC 

-Ike SpNT/MPNTAU^r 
ili€ F?f^rr/MF Pi^uAfK 

•dc^'Jc ' 
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'I© SWAA UP-' 



WAY6 TO G^r VfTALiiy /M A WALK 







u I I ■■ ■■»■ 






/f 



/z 




P-PAW -f£te- POpy 

Z USg SWfcJHf i^S Cohir^YS W Off 

(iSjO/MG' pf 3 d)M ^TTSAKSHT TO Ol^ B^hirro Smm') 

S TWfSTitie ''TtiriUe.^ouiLi>^ mi Hips 

-rt(e SHOUppgpS S-Ups 

H/ps: 

^ Ff^PiUjtKNB^ iNCKoi<r 

5 TiU Hit Wpt p/ivp FAv/Oi&AiS liie POW^Y 

6 FpOP 

7 DLlAYiiu f^r AMP TOF P^V/f^& 1Lt GpOUNP 

^NVL'1k^ VFSy tASr /Mstany 

S Tip Hit. Q£ MM<L IT GO LACfC fofdfp 



9 pfmy papts 



10 



ix>Kr HAVi^ ev^w/Mo womNS 

TCiSf-fH^ ArYieSAAIF YM^. 



CouNT^^MLrio pi - fat; garrtjc^ BRmrs, 

P^AYFD aoT^/E?, p/iNTL^f FAfPet. 

JP/MYS 

LtP^ POlVAfS (^fbP WF(i3^T^ 

f? USF DFPFF^^rT/MW6S OM V^SlfS 

KmP l/F2SDl$ Yfc' 

14- TW/Sr '/^lL pYl&r-TAKiE OPpYte PAPAU^L. 
/5 / P SA/£ TAK^ A WOEMAU CKCFFD ACPHOM ^ APTFP 

one. vhY part- w^gft so/m'pf/^ PfFfppm'/ 



N 
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I W AMT 'TO CIO^ OFT ON WATf<S WI7N IHQ OF A '^MILT 

IM CAR££(Z HFANlMAr&> MANY EWe/a&FnC ^UP0^PTIfAl^TlC 'CAA/Do'* WA//<S. IMF H>APm> 
(XMtmFO ^£l®34;- OF IHeSF INTO A COMfCS/TP 0N£ (usm A GFNS^FtlSURf'NOT A(^A&CTm) 
- A YAA(puerTF'Td SHOf^ H-t hCW PFCT^ OF A WST01. iT^ C^TAINP/ A/CfT TO PPOVIPB 
ANOTHS^ FOPMOLA , SWrAS AIV iN^lQTt imo HOW A /AAStF^i 1/VO0CS 3k) IhlNKS ' ^ HF STAGS 
ON A 5IMPLB BASIS WfTM 7?ie CONTAOS 3^ LOAP^ >F WITH PEPTH //VTK^T AS HFBUHFS. 

Anp nv mu-OF7h ^iiFFive^vt Beef/ TAU<jMa A&Ocn: 



Fizsr mKB'^ ■ 

T^e q6w fACifS -- ^ *3 




STEPS 
-OH (XB 



RmrAWAY 

thfr^uxsgf 

VITM-ITY 

itiKi^cmTAcr 

FO<^(WN^ 



l^ftTp^Al^ WOif 

90 'ITS Nm C(^fl ^ 






Bfiauhf 

P0n)(J 
WiTff _ 
(OW^f I'FF 



H-SAO 

<UWTJV 



TW:£7S 



I 

HSAF 



^ ^ mo ^iStfSW 



iS 
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Pi?sm6)(ys 



Gp m ' 



mv 

T tfLlC 






Fi>RWRi=’ ^ 






P/f^ ?e^'. 

T&rt|¥3p<> 




f^ttt^ mUlAP ^^^^f>Y MAK-^ a G^r \NAU\^ IT 

V 




165 











IN i 



f ^ JL ID fJ 

i— I — I— f_i 



/ 5 ( t Ijl 3Z J^s-' 

i — I — (__f — I 



2 fo /5 



'If/gA/ API? IN 1^(6 ' 

! N 6^W^5^f<>N TH 

^ ^ >3 sT ^ 8 T ' I M 2 - 




(5 /t i£- 2 ^ 

I . . I , [..!..! 

i% ft IB, ^ va ^ ^ a 



AND yoi Can bpt 
oomro 6f TrtcwGHraiP 

/NgPTW^^5" 
NOTMf^CHANlCAP ONES. 

^)(A/i[pU^- 

1 W p-iSH-T Pe&K NDT 
JUST fN^lpTVYg0'tEp. 

TTie &PST (& . 

I^l\j lYie WrtCi^ 
l e PACKEP WITH VfTAUry 
7^1^ 'CHAIMS^ • 

use 

cp T^i£ BASICS 5 




co/WJT 



^1^ roAtm> 
- 4 r" >>iW 4 y RasM os 
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115.2^ S ppRAi ir^ Of QVrAKS ; 

(J) IttiTB^bRCWAt-- SNB^ (a) gA(XvvA/2pS &VMK (^ '/^lT(PTciE^''^£^K 







&opi 

fceisftRF> 

TAt<Kit&e. 

wpi'a^r 




TrtSN 

bcpV 

ft>i,i-om 



PCPf 
PO&WW 
A5 "p<f R:CF' 
B^ci-ie> 




y'^^ioisi :i^F/'5Am^te-^KSTEP. ^xPieiSfes- oi? MiscHigp 

finsrvsaso/. (6 Ff2AMgi Smp. - MC^b OR-t^S'S 0?PC&I7£ 

540W VSE&cR Wt rACH .$mp. To A ropywi-Rps: SiVB^K- 



OH 'TC^ dud F’t-AVF'JR'' 

OF H(M/ftePSRW^ 

|0 13, l^FRK^ES. 

WHATfiVaS WE WAMr , f 

p^uy FAST cWS C-H 3 S cp 4 i 



A mADmOA(A^ SfVfAK f/M A y^y 0:^'<^UC:n(9N. 

TH^M/WN TH/M6S Af?e-' 










%^SoP>Y (5c^i SACK f<3i£TH.^ 
gopy Gcei gACi<.WK^4A«,ftr?r 
UR 1^ieAR/Hi A^uspp 



WHEN TUi. FCOl' PsAWS ^'a\J-rAGT^ 
'Tki.G-i^aHo^'tiiJt Boi>y li backj^^' 

itic HSAP D&LAV^^P j'uir A U'Ttp£ )liT, 



ATtm'tVFoor G^PMrACT3 ejeoDMP’ 
'Yki ?G!py FSUOWS « So;N 6- F&IGWAep 
AS4i«- Fbor W^/GhT- 

N€:XTl?'iG ^(9 PV W/W^ SO BACK Ca ^6 
AS “THf- or^fpe WT feipWARp. 



OJAIfACi 



AS wm-l AWAi:/<r//H2£A]5p 
3 IMPOl^KrPlSAWfMSS 

z Contacts 

ANt> A ve^y /NTseesriKG 

PASSiMe POSITION- 
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Kfe(\i WA^tS '^OW^O US THIS FomM FDFAF{^0W ^vnfah- 

ir TAKK z FgEr = 5z^£AMES- l4 5FC0NPS Fc>g-FACff 

TWOS -(^0qTOFG7.'^S jVu-Ut^ A&P>/AfF yNHeHTF^S ONgS 



CO (V TACT 



COMTACr PASS/N<5 R>smoK 



I 





Wit A PM s z^owr 

OPPDS^Tfi^ ' 
Tff£/JuSrgAlANC£. 



(4eN02AUy 
VERV HTTiT 
AcFfCN 

dci^ UAMP^ 



Af'HAAATe 
Tte- \W(7|f^ 

gVgNi SiPACiNC 



BACH- 



H^P 
T/trs i^p 



sow 

im 

H^D 






5-? '3/^ 




J 



F^er 

FTF/s/ 



f .3 g 7 t? /r /,5 /5 /7 



1 1 J ] 


j 1 1 ] 


n r — 1 — 


' 1 ' ' 



i2 Pi PS 2F 2| 7^/ 3y 35 

'i-t KJ^ — ' ■J — ' j — •— u I 
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' 0 rF>FP Cfi PAfr^ 




fU^P CFP <^ijTA«' ^F 




PKSp OFF 




PCWA 







PUFH OPF 



AHp 
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■ this, /2i,JAt CA' 4S - /TS PlaMHTD FPCM PU<SH OFFS TT) fW 



; 

iT _'iytP //WE CO//r \\‘>TH F\ BT FAO0^liP-aJ COi^'H "vJ STFFTCH OBlUe SOFY jSPf 'fhe.F&a ACnC^ OiRPl^' /'f. 

iTS A CYCIF - FepFAm> VVAW IVFH KiTp^ CCATWITS ?ud AniMATfP pppOPtOTr^F FZ-C^'R Ai>f)EP ArT^i^Ali!^ 





FiTPFMF 



FKlFFfAE 



191 




/ N o m^TAU^y, A Barr c Yci.m ■- 

CYCi^BS. GrJ^AT ^Yt^rC'/CLm O^ViOmrY PiE'AD ./iS'CVCi^i' ■- 
^UT If YY& jAKB ^1-01 Ar \(Y(rH KACMr/O/v/C iH iti^^ -AuA 

PA60>(H& POSf'TTO^S', -^iCr-JYi^N hfOoK MACK To ^XD.' ■'^ StoH' O^S-PtAAVS 

'The f^gAPiKG- /T ?A C-YCAB ^ 



T^E 



:2 



J?jPAWtU& RUl^ 



■ B 9rm pr^~A^om>i wbcaht err rAucYi FASYBartiAN mi9 ^rcAa^ 






f 




To MaKB a WHm~ OB- A SP'OKB AFPBAB To eOAFOUNP i^y 4 CiRQrB 
^A/0NeBPA AriYiMUM, Of -A ppArjiN&&/po-s.moMS. 



'iwo AfOMT Po /fT 
irjim'pucAFP9 - yya 







I r 6f0 AFCiHP^ 








To 

mrp0!\B 
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VAmrtoH€ ai thu' 



^A^ICALLY JUST G^TO^S ~tH^ 

s oi^AWi^esic m ARcmo. 



up 






^KTiSpffie 

UP 



SS- P*gS 




^^z-ftr^er 






A.m 

fijS. 



iyCAYy},Af 



ue ^ 







Of orxf.^fj? tr wc^ro^wpfi sHof.r CA/?rr<-j0 naum'^ 




i(f /r‘up 6rfu-wcfij< wfH a tap/-a/<- noa^f^ 




f 3 4 ^ / 
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StMW^P A ’3 PRMiH^ p.m' ^ 




ccsirpor COfVOi^ 



AMP fcp^ ih^ LAPem HQjm-' 




fVurfXCT C<;>ir/«7 • tc-Mpicr^ 



A YA^iATiOH. &^r ^nM-cs/iSe fiwe /?A?r^K— 

WS f»S . PA« foi ^ ^ 




To ‘ZrcP its 

Sp 0 sKitiG if C{F? 

NAm 4 PRAMms 

FfcP CW^ Sf 0 > - 







fJ:>S 






^OUfACT 




AMP ^Ave 
3 PpAmM&i 
ftOpTit cTHfP. 



'Zf^ ^rfp" (a>^s) 



I -r — 






THi^ RmA'/ ^sj^r A R/^ f^^iTiOAi ^ 
^ tr$ -*AA pc^fB-ip , 

fAVt?WR//V^ e)Cn^A!lB. 
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AhP we CAN ^rU4- FASTB^ " 

CAN us:e 3 pasmoNS FoiciUe. fiPSrsr^iFF am "TWO H>R.. %e Ai FXF 
ouc Frfzsr s m^tvoMs - cof^TAcr wny iwo fmmo£-^ yfk 



irn-MAHS. 




CofJTf^cr £isfn?\tr 



~JfipN "fAK^ '-A Aa 0 C'HPf MAK^ ON0- &ts i WF0N fP i ) 




cctfi?^c~T 




Hl&fi^ UP 






^AC^Tc>^fP) 







Wl^ 

v/RmAuy 
lo snsp? 

i N A -Spccr/p 



~Awmu-y PAST' 




Ct>fHTfKr 

A/'^P W'# CAN 



exfismv^ 

tK&imc 



t^F^cr Cbftt>fcr 

Si^/rcff p^cM om SfDff ip iz<e oih^ tyw t&e ^FoPmi cp. i^nopa st^-- 



Co K/g 6 ?PT: 













e. - 2 - PFAWlM^l2UNJ 



c^pgty, /r€ 



USrpSr RtiA/. [ S^';&SSp ,)" l^ 5 re?>$ /r&c. 

/N ^ 4 cs Pimeroit uhaiTs - iMy^iiypL-v P&ViiB 

a^iTY'CkPiMs pAmc iJ PAsreF foa. m spNr sWcho FA&s^wd TF&y 
WAMT^ 7 © 2 , AMwmm'S iHAf ^MO0(^ . 




fV® 









^V 7 T?£Sfi 5 
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wnfi A TWO P^WINQ R.Vhl - 

PfiOpim WlTH'Vt&l^Q ACr/ON f^THAtljk GOfAJCr !£•> 

AMP iCOK WHAT IT IS- JH2r 2- SHoWim MC(iA Cp. LpSS AT 6WQe - 









*\ 








A t>amL 0 

imA&scN 



pwr TFFY St/U- bVAA/TjEC) lt> 6^fiu& hUiMANTY 



OA/^ SOIMTIOIM IS MOTTO PUr^ PAS^'^0 IT^SmoM cr-ffe iMitii. MiPPLB 



$ur TO FAvoup^ "TvVo OF !^G f corners 




t f f 



$0 TMATih^iT/r^ RBAP^TtiOTFfO PEAWjl^S 'aJ Ta&J IT jLiTm TU ^l&GAp^ 



I .B. 




Ai^p Tit- wmsiAT' ^AfiiNCr Fmr a^s’o rprm cooSit 7 c> 6 f 7H^ . 



VTP-Y C I TV0Z ! 

A HI? //t Tu. (S4MF ly (NT W/m A ^CK CP F^ONT. VjFTi - 



f 









C-Lc^ 





C-^rAcf 
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Iamb (PeA P^ertY 







SOr'^ii^ TASSIH& TC&WOH fs CMiffSi> ~/MPi^PP"^y tit 2 CUtt- 

"Ja&mi&l AT pHP -Aiiixftz P/iBjuAiPS tic <AAP PASZ 



'FCAiTiOH WOUPP h'ORMMPy Bb ^ 
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■n. 





/l,VC?7?f^|2- wAH 'lo PO'ik^- 2- 6iiA/ /^7& YA^lH€r't<t S/J-Mpt/^TTPS' ^ 

AS' 'tfi& l^y^' /r AS A SOP-T CP* Cc^MtoA/S S'&VU^'^ --' 




ANOTH-^I^ 'P<2^C- /S' T<? fLAiL 'iut AlAAi A^JOilHO 
f^£AHTiCA>AA'-~ ^^QSRpS,S!N& itm j^OOV 110^0 
r^i^HAEP AS 6rQK •■" P^ SACKwA/Sl>'£ -•- 
T£? PlVB^T TAc -^y^' ' 1 A/^ CPP 

“fc, :Z pmA'/A/iS^ 'AuCK-W/<S^'feTA( 3 f/£:>A/. 





I 



CAtt^P MOY^ 
iN A n<AHr<Pi^L^ - 
iA'^lN&A M{M(mlitA<^ 
A- "Yd A5> IT, 

' A/VPTAAr C[PCfM Adrian 
CoLipp AiAYO 
APRWA/^p -OK^ACK - 
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A SUQS>^avoH PF a FAn&m FO^A^MS fpAtPiKG VUf}f^G^ 

A RUH- (jP i'R- ^ OiTAO'S - A£MS v^uU? flA'tl- 'T AS Ai^ow AS tSe Ktffv) 





.f^C'R A VAFiATiOH OH A z fVS^SlM Run -- 

kVi£ Cam /.^/ 7 D 



■ 3 tnMT^ 

Bt^K 



/ 










‘WIS CAM RAVB JUst rix)0 pPAl^iNG^ ' (on caaC) 

ITS T^UiTV TFFUTnvF To AllMTH^F Of 2 FRAfkT pl^OTYBS ^ 
pO THF P2AW!FGS> art oVTW/DS •' fCT 2r TTAMTG iS4Cf/ 

&AT QtFTRFST BV 7 h. VCSOl\^S - 

-ttie lf-r;;pV-'VW- 

our 

■j\A pfS^OM'A 
Ai. Jl":?. 

w 

'Ths ttwa /£ that 
ora^a. FRYAT 
I A A To /go 
/MA&0 dAhTFi^F- . 

P)£AH F rootf 

TPYa^F 2- lA 4^/^% 
T/Z^e s fC M/fcCtK 
rpMiF A IS 

5 /WAi 



s^.^Te:-. 



CAM, CFCOO/^^ A OP /nORT RTUR fOSmoM^. 
j yp PouNP THAT Z FRAMT PisROTVF^ CAN BF 
U^TP IN Acp SCFjB Of ACTICN TD SoTrFH'Tu/NSP 



^/VfS A ClAY 
sofrmAT FffTX 




FT>fTC.iAl'Li wms'tue ACriCN 12 emSFlb&TfHFF - ITACXCA^ Amv OF'VARNiTN 



199 



>Uf\/MV{lHG UP QM 







I 

i 



i 










A 






i 




1> i i 

/xv 



; Ail£AlWAy& CM 



WE Can Po wp PC ON WAU<^ 

P-'ACWT ^EDiC^^P - RCdi&Alp/ ^ hfAiU^- 



t 

i > i 







7 



FtW\Pm& UP 7(.J P>OfNN 
Ql^ FOC-'C/HG' ^iPN T£p T 
OP- pEVOPyiHG iU A SMjl. CtlACi^B? 

AFa %'e. I^GG FvkAFlMG UP PaJ POWI^ ? 

OR PiiSHitiG' CUT BF-OAPUV? 

AP^Pi^APMS Tg Bfoai'Hpinno^ 

Stiff ccAmihtNSopy^ 

OR. aPF they rm^SHfPlG Ai^UAlO IH CPOAP ACVGN 

WHAT Ih 1 tLi BFU TINT PC^/MCY 

htiOliU> m SPFN.0 MoRFT/MP lN%eAtR? 

O K po \NB Sp^D !V]OpF UAAF CN %t O^Ot’Rp? 



WF should BF INYfNTI'VB, PAliimjAKF eUA,\jCFh\ 

i / 



i 



R I'HFM OF CCt^eSp - WHO IS 




3^ 



rAT ? 

OLI>^ 

TPIN ? 

youm'^ 

athpetb^ 
UtiCO-C>f\p!NATm>^ 
SRA/ST^R'f 
Q/>Aioa'R Quf^? 



(OaH os I FlP P 
CKiPPi^'^ 

Pi SHOP? 

FiNAHdlFI^^ 

THIFF? 

CH iU> 1 
OPONK ^ 

J /Dn'v/ 








fliC CpU^FN Oh pAl OLAu P. 



9 



to A/Vp OFCmTST 



St^ r\. -i-^ 

t-'. 



r ARe TfiFy RuA!/V//V 6 - PRoM- 



OR TO\ ANP TG WHAT PuBPO^FT.. 

WILT HAVR A PRA/H/17C BFF^T ON TAB RUN 







carnet 



wm 



^ 1 ' »fc** 



bffitAa 



5 Srffl 3 ISS?^ 
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AN SKIP i-£A^ CW ik^ A|gxr 6 Q^ ^ <5lfes) 

ouv> wv Loc^<s A 8ir um ah Ammi^ ja^Ab 8uth^ achon s/k^wov -fte-SAS^cs 

^V^WK3 V'SVe 7ALK/A/(3r ASOwr. 

F//3ST |V£ g«fi.D H£fi SrA/2TW6 fiUN - O/^ 4s - IfV'/THT^e Cort/fASSS ‘^t ,Syu^ 9- 

* A 











S) COhV^T 



Catmeir 



Isf it z2:^^KirKU.PO^H~ 








SHB STAfSIS our MrH A ve/2y ObwrA/N&P (0/-£> P£R€Of^G " I^IK^ aa/ ^-atuietb. 



HBR. WMO <3C^ UP 3;i^ rWAf A80UHP IH A n&HT OIsGbb 
AHO H&8. HAHI> ACZlQ^ ' mf^aM65 0«? S - FuNCHB^ «3^IA!4R£> - 




0t7P C>F NOGfe) 

— LIKB A eO)Ci 






WAV^Affi WOKKSD our Iks. Eooy, N6AD, LBS ARM AOVON, WB A£>& f^lSTAIL 

^J CHIN Aono/ W FUPPm AHeiSbfr SSSASTS MT^R - AS WSiML, AOlNG- OI^7fHHS AT A TjM^- 
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She up VONN S\ORB AS SH£ TAKeS gf<9Gi^ 57fPS - 
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Am <SHeGO£^ ro 






5 / 



52 ^ 






0 ^ 
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T^fS C0 lAPy MAY UXK A 8IT A 
ANATCfAy /^SSOA/- SUT 
mn-Y A f>HPK/mi^l^8Sfr/CAT f€&AU!A . 

Q/^i A 5fAHp>A£0 HOUYWa:)C> Pa^£ 

^HAf^ f f^UTYYrrH KN^ duS 

3uf wrni Flippy 

A eomy^T 5d/t2«i fm> &n^. 





Hm^ tuc (^attfi^ of Hm sirpish Sk(f 



FUfYS f/U 3« J PEOM HfR- FFFf Foot AHF> lamps cm "die. S,-\ME UFFT FocF\ 

T' FFAtAFS. latfR. HfR. B-IFHT FcCT LAMOS, AMlt> SB0 f bPS fvA>M It ilAA^P-S 

av-feit SAME fu&HT Foc>T (Mf\ 0 PfArFiAi pirrS ix^WM FFFrtixyr 

HoK F/eoA\ i f^ L^AMbtNG CK fti£ SAAm CPFrFtrjr^ l&e» 

(H^ Bop/ KmpQ rs^w'*) 



b/^ 



A i 



5/' A 

f\ h/ / 



X' 



/r 




^ I 1 1 



3 



P"^ 







^ <rp<&rfT^ X* <?WfflaCT 



iiV 

:0 ' o 



4^* CN j^Pi tor-r ^9 




/S' <s 



-■■ '■' \ 

f ,/p 



\ 





t ■ I 




cct^isacr 













X CiSHWT 



» Hope Of/ !^r Fbar f— 



/2(iWS/(V 



■ ■ ■. 

H- 

i / 



P, 




cur 




fi 

Fb 



\ 




^ d&av/(M€& i& SC <sar 



— 

>^wn<iiB^'Pcy/ 
&(6- JUdlP 







'iKV\.4 



y ourqncr 

^ ii 







i 





J 










46 ' 

l> 




■ "* ■■‘■ ' ■■■■ J W.s. 



s ws Ls^r R»r <!— 



gi6strRjt>‘T 
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A ^KIP t£ r^YO ^OUNCB^ ON ONB fOOT 

A!^ AUl~ K/NPS Of SKlf^ BUTlte SA'^/C CNB 1'^ 

Sr-^P-HCp] StbP-HoP, STwF~mFi SWF'HOF^ eAt^ 



Pc- FOUWAI^P OifR. FOOT ->K/PS A SiF. 




I'V^ ^re'P ANo HOF CM omf fcjor^ 
rHFM wp CHAMSb HOF ON iU-t CWFP. FcoT 

U^UAIC% W0 TAK& TW(Ce AS U^NO ON ta. &T^ 

AS NF J?0 OH %e ^KIF 



OR WB hOF SHOAPHY BiKz H,e Cl-P LADyc SKIP f HoPPiH& ON (G% - cn oa(^ ) 




Vow OiO iXMi AHp You hop ov&z - THeN yoci Go PcwM Akd Vcif Hop oveR _ f-fc. 

ON OA/£ pix^r /Lw^vp/A/6 f^^7' 0^ih€O^^^^f^"T ON WAT FCOi 



MA/vy THINGS CAN HAFPON WlFHN 7?£ ACUcM YAOMFfAUC Of ARMf>, HSASPf FTC, 

To MAK^ IT iHTNPF^rm - 

TH^ AFC So AM/VY VAPi-AriOHS - VAp.lCv;^ T/Pf'S -SoMAVY RoSSlBlpPiF^ , 

A l-riTlT^ ORi- SKipP^^ Popp uSfS: A PouFop BCCNCf . NITH C^mrp PpfiNIPF accents. 
A PFI^BF(6HTFR. CKlPHlhfO Fo)^ HAR.PiH Pf.AV0CTPe GFQiaHD.'-HAPDlY ANY i^CVpf^&iTS. 

'TriFPfF A FOuFif BC>iiNCF ON FAON Fc<rJl.^VFrZV ^UGpT^ \/srp,y/ sccpi. 
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W^WA/jril/cfiOOP^ Tc sr&P ?-n<^ Hof^ 

C Hah Gf FB^V, ^TBP 3^^* HOF^ 

FFFTf HOP, BtC- 

^/AVW5 Aomj irodT (^mcn /Wj^sr pc#f£ - 
MOphHG- 4/?£.'WyP Tue-FCCM To po THIS *) 
)^HAT PO 00 F/Rsrr 

Ans^r-. Hit. CjONTAOT^. 

WHICH Tf-iee^ii- Sf 

. 4 /fs-^r.- rhe- /MfOfmnr 0 /ves 

A^ wriu A NOpimi- WALK , MAm the 

■mo H\AM Contact Po'^rtot^ . 



OKi W’HAtc 

'Jo A^^cotAcPAJ^fp&'^^^P^ 

uBii PO /row porhkh) 

' L FUU. STiZ-lPC J 



CK, NO\H WH/KT? 

WBLL, w#6or ?A FizM^.- 

Ftir /W1fie NFXr z STFP Comers. 

l£S THBM 6 FRAmB^S Aff^rFT ~ 
TW<S<VPS 3 CcWTVCfg pS 2 ^ro/Vp 

{ WHICH Asarr what it v/as wnefi 

t ■H-FP^AFOU^D'fiiii^ccm) 

i^AVe art iu-e. ARM AaiON R:^A/OVV. 



f We, MOW Alp WB HAVF To PO is PwT iM 

posmom ^qh 

CCW TACT,; , 

^HX wait a MJNVW, PFT^ SF QiFH^ " 

Lff^ t?Lt AiOvcH PP A 

i£T*? A'MFe tlit ARM AT Ifk . 

w/pesr OH ire 2'^ (kmorpospm^ JsH 

im that Wil l- MAKf CCMTAC-rS^I 7 
ire PAVsm pDSrr/CWS FO^fhi-ARAE. 



c< NOW wpip Pur iH 1i\ t Po srrais . 

\\CuU> MATURALiW OfO POWN A Bif 
BFTW^ FAcH CoMTAOT. 

/AmtiW fiiVES US 3 tovftS /^SKte/C) 
i^NiN&'USA *t 7 ?/PtF ^otwee PW/Rffis- 
WACti OV^liSTRiipF ■'liiCF- 

Mow WF HAVe To fo /c /WH<f 
1 './~FluS^T iNE^fw^S CuSH(OMtN& 
%cAm QWILIGS ArFACH 

i^/£)Rrg WBiKOtJ TuDs C s^fwf 
ocAsJ> rcusH it m^iH ^ gy ahmg cfi^) 




First 

CCNTA^^T 




■ >-M- +.■■ vw^rTrrF. 






( 7 




peoT takrs 



gaohT Pborjta j^ 



tovwr 



Wlb^T 



POSIBtl 
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\\ 




MOW 

a:>KTACr 




AHP 
5 ACf TO 



CCNTACf 





fooi tAkbs 



c£>tvr/=cr 



CWTACT 



C OUTfit^T 



LO^JTfyC:! 



VV(!0^7 



PAS^»iS/£f 






ON iht. fIR&r TniR 
OFik^miK 



THINGS, UP 

Aprn^. 



CCWMC-T 
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OC’Ul-P (he I iivumG Oi'i A SKIP / A £f(/p Kih'OOF ua^ A fWYTHMi C pAii<^ 

fp WK HAp 7P/5 ' - A WMm<3-PANC^ 



6 f|a>/pi S F/«s 

Hop HOF . 



Q 

C 



Pod g' 

HOF 



S 

HOF ., 



8 

-■ HOF 



8 

HOP 



C/jJwj'i FcdT 



C’^J'-iqe FooH 



TO CHAHOO ~tht KHYTHM OAlGWV/, If Coai-D SB' 



8 

Hop 



& 

HOP 



\ 



iOfam 8 
Hop HOP 



C bjhye fea t p 






Hop HOP 



V 



torn ^ 

Hop Hop 



too 



Ch^r€\P. fact 




m A FROAO jmp riic rmsoN ^tapjs wuha Pfh 3uJ whup Rumhihot 

wepps fMT& AM AHVCiPATlCP. f MK.f=-n?HAV& 1kt HesP P^'VppSd 








. . - . W.'~U'..’~W’ ■■n^ p |i— — |ii [■[■il P|1|1— ■— ipii — 




i{p 

6 c> pem 



fc QO 



PtWA/ 



ON LAMDiNi 






Bmt ocfir CF Ai A mpoiF."Vit nmsp /s mp.m& ppo&p^': - 

.&i-F PAU^BS Ji\.p\ OON6 FNOUGfl 7P CL0\R.-fr.i- HUPPU- ' QLiF^ALmu^ 
■?c A HC^F W a HOF^ QtfOW- 



Pi7U^i> APppOf fcf^. CLAJ?^ 



AHT^QRAJP^ 



ra‘>HH%^ fb^y^ARP 



HB^iP Ak-J STRBICHlt^d PAHO doH OQ fttio A PUH ASA.iR^ 

THPPP I a AAmC/PApO/V Bipir POPS Hr lAAf Vppy pyJOr^ 



COM^ 

up 
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OF LBAN INJ'g 

Af^i oi^P YiOipBhJAGo' A/^imr(0!\/ maxim '■ 

' whfn' You rnm Von'vx Gom FA^Ft'^ouGH - cxo jF/yicf as fafu. 



( 



, 4 -. 



fl-IFF 7h(0 SAY , ' IF (f2 Tea FAB ~YGa CAU AimiS puio IT PACK LATfB 
■feU-, / N&\(FFSA W ANVem PUFF IT PACK- 



/ 



\A/\- 



OFtH& b'FUUGFKFHl I 'P SA^ iUFFF You CA^ AFWAYS iRCP^F IT FATeR . 

CaAF i AFVFP AMYOXF mCpmSF inATFR Plfi-IFFA 
AMY WAV. IT HFUPS To G£T FOVi OF LmB iMlO fue Bop}02, 



/ 



A "CAPTcoKY^JUMP UKF lhF WepPS hHF^. APMACriCM IF QCCP^ FFGS aRf OK^ 




m I, ■.■.■.■.■.M^',' j^‘ jj . 



FVr FFr's pfuay C'Mf ofUf. Fm^ - 




^HPFpS BP0Y< IT UP ly/rTY MoRFACriOM WIWINFi^e Jimp 



C^0&HT^ OK A JUMP 

To AVOIP FfoATiUG GNF A/PIGHT - 
IF A msSON JUMPS IF U\c A(FX 

WFF£ GOT TO GFf ACriON Wim(tY17ie.QFN0^L ACPtiO^F 
G Ft The. A0/G GOIK& 

OP The tFFT GOP/& 

W IFF IN QfNfPAF- JUAlP^ 

JJJfS liPFi^ GNF It WplGlr aG AYOIPS FFCATiMO. 




■ccfir^&r' 
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S TAK|S 2 iUiji A ft)‘SlJlON- 

^TH TAKp ABOur iUc BA/AlPTiHB ' / '^. S’R'WipS T6 r^O T^i e 



/it CFA/AG 
*7b ^/<5W T/^(£ iA/ffl 
CA{2rcON CHA^CmB" 

pBOPazTiom- ■ 

T f/S ' P /£■ iPW TAOS , 
/^gtrcA CC6IPS';, 

CC^fW> BpAPPpD//^ ' 

[ jz^yAF^m'fp J 



HOTHiH<A WRC^.A’6 WITH IT- 
} r FUNOnoN^ WPPF - 
/ NKFirSmMy^F 
rrt Not o vpFAN mitjp. 

' T^vu) BOL\P. 



Bur Ncv\i Am .ioo^H 

~Uie WHOl-F 7A/A/0 Up- 

WF Cam w qunpFyp 

Si PPAMIHG I r ON OA/-K 

Pai AppiNG tA! 

,N\OP.P FjpFtCH ■' 

/v](^)/ep COVIPA^Q'QV-' 
•P^MVTP - 

Aavt p^pms- 

OPCOHDA0/ AOTPK' 

SHiPr, AfA/FxTRA SfTS, 

tJe.^Sw'AT /s /HUCA 

>H<Dep FiMlP 'Attd liX^ 

( 7>o() C-^rtoc/ly) 

trt APAA MATTTpoFTTfiTA. 

/rt; WP4T You UK0 
44 iOi Pp How Pifrpr 
ym PSP -th^f ppytcF^; 

To QFf YaifO jPFSUPT. 
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HAflpOi isn-s 
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/Mt/y^£/DS^ BCCV<S A£E A TiZSAi^im TR-0\fB Cf^ ACTtON INFC^MArTlOli, THm^ f0/0i BH£W 
AHYTH'm l-lKF mm SwCE- SHOCFt^G%-LACr!OH iH FFOITTcf dA7K&RCUi^T> GZIITS 

SHCWG jtiBr wh^hf ufs ik.io-n.it a[^ C'H t^te D/rr^PHvr pAdJ^ cFiti ScW. 
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FLEXIBILITY 



AS / z mm/KTiow 

W0 eiTW^HA\/^^^,''KiN(B KOf^Q^^FF^O 
WH0RF 0BRYrHiK^^ AeOtWP 

Tt/e ^Am Amount 

fs FLAs:him A&xm 

ATi- OV'S' 5 - /Zi: 




W/^ H/A/^ 72 ^ A StASa^ //VWSF 

sr/g. HAv^ Pz^iBiAny 



(m 



TtU^ IS HOW WB' QpnT: 

'Xkt fCU-OWm DfVICbS APF GUAkANrFFO To L-IM^PR UR, B-CO^ gp w 

QNf 'Snap' v itauitV tc > cup pp/zfOBw\AHCB miiP \< 0 pPtHe %t rtGUPP 

StABLb 7^^j 'SOTiP. 
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Al^RfAOY l/^n^pCK^b SOt€ OF D0VICFS WFH WAIAS 9J 
SWr / WANT lO TAKF F:ACF OF THF/^ SFPAJ^TePf PlO WTO IHBfA . 




A Gm^ W 70 FlMlBlUTY IS WHmF WF^FF GOiHGIo riACF 

%Q. B^KDOWii 
Ofl Po^tnO!^ 

of\ mpt>FF posmoN 
OF INTBf^FPiAlF fmtTloH 
Q you. WAA/r td cah it ') 

- 2 FXTRFMBS ■ 

WpBFp Po WF QO m MIOOFf? GPuciAfI as WF‘vF Wim ike WALf<S, 

IT WFO CljAPACTpp To H^'FMOVF. lit A TFAVFFBFR -A T^OTCWAL ftSitiON. 
Ahp WFFaTiTiF So /'rt-Me OF Ah iMA'-po/^ , ( tfilYou! 

ir sTof^ 7H/M(^jusr QojM&mpmPf fpom a 

Qo SOMfWHFFF FFSf "WATS iHTFF-FSrm FN RcUfF msM 

f/AWKwS . A Mm^AHIMATOROF'OHAf^GB' SAIPTOMF, 

"'''PICK, POhfT GO rpOM A To H. 

Go FFm A to X-Ao W. 

GO FQDM A to a to -F. 

GO SOMFY^HFFF jHiiieMIPPPFl'' 

A S/MPi£ , POWFFBIL loop - 

/ Ff^ GOT OUro 77Y/^ SY WOFKm Wm k^N HAFZG^ WFF/V Ff'p CuT uRMY 
PRAWikaS. OF BnS OF W HF'P SUCK IHFM POm IN A PIFF^T WC^. 

/ F/VPFP UP FFFPik<SSO SrRcWGY A^OUtT^e rHATFOk ypAPS 

/ WmTAFDl^HP RANTiNO RAVm WAT I COIaLP WRJTF A WHOlB BooKASOdF (T, 

(_ fr oU0{ JUST occvfFFP To m that ths is irA 

Uik taKb oaR 
^ FXTmMF^ 

cfamah 

Gom FROJA 

HAmio SAP " 



Rut IN Hit 
M ioPiF Ft>Sfrm 

YiHFPP IT 

WoulJU SF 

l^eicMiy - 
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^Krmm s^mKPowH 




■rfy^ -yio/ 



r-ffie' ^lc>I>i-0 . 



Nij .:.HiO> ^V0J'(£T 
‘it:#:- 1st ^AmMQUnX 
b-K' ,. '"Eiviy ~Jh€. ' 








isrf^ KmF 

^.t. m:>UTH 

5,,^ pi^ /r up - 




MCFB INTFRFSr 
MOR0 "C/MVf5e" 



^ A OUiCK^Z CHAmB 

' MOP^ ViTA^ff 



=r /I QUfCKP/^ 
UNHAPPlNe^. 



IT WOU(^t> AFt=mr 
-fh^ CH^<S ^ 
MAfBs -fht. 

AMP 

0HAN(^7& UNUA}M=Y 



mh 




MOUp^ 

. rp^rr Dcmn 




■vo* 



£5.C- iAKG- 

mmpPY MoufH 
Fum i r up - 










IT WDUU> 
Pi^miO'tkLPACe 
^JUSJFTCHff^ 

f4cm, 0^,. 

f I 



A'TbWJy 

PIPF^-^YT ^3W4A/(3e 



QUPP f ' I 



OH, oa ,, , 
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VO vp 



/A/CS&^£ 
■rte SMIP£? 



g^PUC0 IT? 



^xnzmB Bp^KDOYih! ^'TizmT 




l^s ^'fPDC^ 
Hit 



UHHApFYA\0>Kry 



evewjc-sr 

A SmFm BPHK 



CA^ Staph 
7d ^r^icH 



Lm^ staRv 

'To Be 

!MA&iNA,rm .r 





7H INKS 
ABOUT IP 



FAlsb 

CONFIPTNC0 






= / KMm Ipy, 



iS-iv^ Seme 
MOBiTiry 



- OOPS, 



^ Somptming I Pr? 
^ OIZ 

Hap a PPi^K 



_ yoid '^peppr IS 

^ SAFeW/fUM0 
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S/Z$AKPOi^/H 






CAH OO 
ON LfK^ TH(S 






T^yfs'p B0 S^fTPieA 

m J 



JU^ A 
liNTlo IT^>- 



l-IFrihi^MA^S? 




\ 



ir^ 



fry 




■■ ■ ■ ‘■^Ch- 

CoNCi^UiSiOMO 

*"■ 1,1 IBIMM ... .. , 



WtiBR& \AJ^Q0 WfTHltif^ MIPPLB FO^iTi 0^1 

tiAS A pl^RDUNP BFFecrON Hit, ACTION C^A^ACHB^Z . 



/ \AAH<^ HAT ON this! 

MAKB The BXT^SN[BS (op co/lwcrs) THm iU^ B^KPOA/N (_Oi^ 
Pas^iNS- PoqVoH .) Tnm "7?ie HBVT ^Pm<POWN BPmm( 

Vie ^KfpmH ^ HiJL aamn s^b^kpo)Np^ . Keep B^HAKiNBrr 
pONN INTO plAPp SMAFL-Bp^ BITS, 

(yimj 00 SBPApATF "sreMGHT'AHm>'RONS on s^aratp Bm\ 
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y£AgS AfiO Wfim I WAS FIRST CATCHm OH TO AlT THiZ ^TUfF, I WORKtP BRim)/ 
WllJH ABF LFVno^ Km HAm^'s fROT&Ai- BFAuTifUUA / H/As 

(MFR^^ KA mVi 'Qumfi AHt> %e. QuMr/T/ OF HiS WORKAfA^T AN i?(^CO£>! 
WC-ftKWG- OH ToiX&H STUFF, ASF PROFOCEP 20 fo 25 SECOND^ A WEFK W(4(LSThe 
OTHERS MAHAOFP To StRUGOI-F THROaOH S SFCCHf^ . AHP AB^ H/A2 

/ APWAVS RFMmBFS. A^F SAYmiZ) /WB 04 AlVFSFAy ' 

'' V(CK, l‘W PONB apt Tkt- FKTTRm^ ■ 

'ToN^CRmyy 1% QOim to BRmKTHm Au-POWH. . 

'JtiFN Tk. OF The ^FFK PPL AFP IN-iUe. BtTS FIFCBS. 



A6AltJ, 

LETS. SAY 

AHmP 

JIaFC 

MPVF2. 

FOp^/^ 

ABIT- 



CMl 

!K> 77/(2 "■ 



— A 




A E 




JKSr 

PuTf/HS 

"ftoi 

B/2eAKPmH 

iHfUe. 

/AlPQlB 
($ PUFF 




c>(^m 

CAN 

roTf/is " 




TH IS 51 M PLF OVepLAP 'Q iVLS US A CTtO!^ Wi m ?Al AM ACTOH - UfF ■ 



TFK iSili<^mi IPFA- 
WbCAHPO If 
\im{ S(ABTLy 

OpmCAHPoiT 

BPOAOlW 





I4S. 

^fAORFBAMO 

pdr OUR- Buck ^ 



- (^IVFS PS MOVmpNf WimiN A MOVFMmr^ 



AOAihl f 
OOfMO 



fwvi 

MbFb 

To 







A {? 




FhUTD AFAPT- 
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Ken ^ouu> Ofrm Do A V^V thing : 



THoua\ iws VERY coNFomr op //is 

AIVN\A'V0N A^/t-ineS/ Km WAD DPSS 
CCWFfPpA/C^ W W(St?R/\WfNi5^ 

I'IKKO To MAKF FUU^ USB OFl%e. 
KOm-] SKFTDW^ Ki CHUCK JONRS, HIS 
^I^OCOR- AT WARHbHs - dm OH, 
MV PIRBOme P^WNT£‘ 



FARi P/ 33 M miHG A LIMITATION. THIS 
ACnmN IVAS AN To KeN, IT GAVE. 

His wo^a STA^mTy^-iNsrm>orHAvm 

FACILE DRAWING FlASmO ARCVNO AiT 
OVEKTie PLACE -OVtRAAKMAVNG^ 




B 



I b OFTEH F//JD KeV MAKING AN FXACT 
rRAGHNO OF MV !>PAWINgK' ^ WS/N© 

/ r AS -W^e PAS 5 /M& fm moi '(JK ^EfAFCxiv^h') 

Bur HLD riAOE iTTo FAVOUlZ PPAWIHGX URL 

THIS 



OR Hf'p HaCE ITTo FAVOUR^ pRAWm's" UFF 

ThK 




watching WM to this SFF lNG'iU-R^ULTS, / ORAPUAtLY LFARHeO 

To UHPEQSWF <uFT SUBtI^ MOVm.FiTmiCH ^iFLTl/HP^i 




AND He 
LFAHS 

forward ^ 
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IF w^TiLr%ti^BAt>^± 

IM 1 kt- /opf-e ' 

MAFis ir a^^To 

WF&Ff THI^ 
w ITH ih^ FBMy - 
W UXK mATHAPFFHS 
TO 1kt JUFMAM AMSS - 

/rs 



TiAS C^^AfeS. 

A U-mry ncf 

OVFFlAPPiHG 

OFl%e/m^^ 

ON 4 v^y 
CmPl^F MCVE^ - 




wf'v^ usfp 

OMCf 3 Po^iVoPS. 
'-fH^ mm 0 
S1FABHT 

IN$FTu)£FHS. 




]AJF'vF WNFTHi'S. on a BMC> P^iGN OF A SiMPlT- Ch/^PACFFP- WIFN NOCMA^ 
OF mpRe^iON - NOT 0FH A BUhK- TAKING A V^R-Y OFPlHAPN MOY£- 

AMP Yer IT Y/fiA HAve a nct of uf^ .just of itt& spAam, 

'Sw WT lOOK n)0\NAy^lc^ PlFCT-ftiG MippFF B£FAKP0\NN POZfTlOH ' 
{oFFCT^WOm') WFFPF WjE CAN OFF AN OVFPLAF OF-ptc^MASS^. 

-MOVFTFAn- mwiN MOYfMFNT- 



4 VkAYUNQ OVFPfAP on 4 OAnfoFnja Mouse 
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Or WS Bl^AKpoWH ffc’S/ 77 QV KiMl> OFjHfhIG dAU QrrCXirof AMD. 

Uf(B Bvm'riM^ lit How^ mrN aic) mmr wr use (D 



WAm I IV/^S A^SiSvNG K0l 
HAEDi^ rHrEB 'o 0r . 

^rnume uK^rni^ - 





" / 0 ’Sdadt s^/aas Oirv^E. 
Tf // 20W bb^kpown orf 
DIKrrfu^^ 




i 





j<m WOUID FBEAKaiT^' O-oOPAMH i'A DICK^ I ju^ mAr A ^FrBAi&f^T /ABFimrN , 

IN THri?r! JUST (5N0 Mr A SmmHT iNBETW^n! THF( 3(^(Y JuSrDriAXBS, HiSAAHbl 

/ PoA'r wA^TAi^L rnis cfaav n^ASimo afouap AppovfEiu^ pimf kind of smPFJ ^ 

HA\:> AWf=i| 4 Y f 5 cwp TAST^^ 

Bnt wHm / p/p gft id Know how, aJ whfff to acr ir i c 4 /vAA/MOSf 

OAY I MAPFMV PIV1M& WITH NtioDFFM:POWN DRAWING. 

I ormj had to pfooocf m^^NFAwoa^r^ op footagf at the MSr / h/zvP/^- 

I SfCMF^ 7 ^e.T etPHO/V^ A/V IMAIOF.' AMIMATIH G AT SAMF TMF AS POIFO 
Oh^ B WEiNrB^ OM Tke- PHONF- C DlFHTd WOUi-D IFAND Vj^ CAM-P lo YoU BfCA)^ 

Of HiOfi StANPAFP^ ~ wr Pohfr CADF if YoUF MAKs im Thd HO^PltAD OF F! 
Tu^EUKfOO -nt YoulKSwmiT ON BasTFF,-you pix irj'^ 

Wr USUAUY HAO (aCOD SriVpNjFL-FiN& KFYS 7i.J FXrRmB^, SO AlD l HAPlb PC^ 

WAS JOIN A ior orsrtrf^ up in an iNTrmsmG way. i found that af/wtt 
A/vvr -I iWG- wifT Work, fut it somfwh^ ftlsf in rk ^ mioPFr fairp/ 

INTFFFi OmFD/. I T NFVFF NFf m DOWN . 

OF COHFSB, WF WOFK A/OuW/OSt AS OCOP AS IF io HAP 'HieTiMF Tb ANALYSE 
TNiNK WNATil^tHrUL i 144 AS DOIHO, &LirArDtNrlitMOFNiN& WITNjFTDAp-, 

H61DINS Tii. iaB bath W a GFl^MPy c-umTf pHONiNo INK Hours, irSinDYou thjkx&T 
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NUM m CC)MB To 4 P/FBsMrTTTA/f? WtW A S/M/ME' AlAMf - 




TfffT /S T^//V'(SS MOVE ihl FAR:fB. 

" BVB^VTHm POB^ HOT HAPPEN AT V^r: ^AMF T/M5, 

I 

'Taksa hou^vwcop sm.D03 
QiAfCKPf ABOUND To QBB €OMpTfM<S- " 




N/S S^W/S Wlp^ 
PRAQ AS Hie 
Ti^RNs 




HRAPABRlVjS^ 
AT >rt 

P^TIHATON 




Pu r IPS Jo wiS T i0H -SpinP 

ARP\ Me HAtp Down ro HoiPMi- 

2w jj5PP ON <BOlN &. pAaav Mi&pr \ 

( GOINS- 

'■ W!Gei.^J 



/S -'The. JOWTS jHRTRf fee. fie^uer cpTtt. rain acnm 

W THBN TH'BT F^TfXDW'THPci-iGiH^'^ BY fi£.miNAenoN: 

^OVBPlATPm >A:^TiON" M m/iQ Ohf FAFTSTABT^ OlJfP^ RA^FiS Tblf-AW. 



L0S lAKBA-rYPlCAD Limm SIANP, FOmQ QF^m UmfHPi HAP FbRTV COmiBFO^AI-P 

IN ffl^ (PSO's... 



THic pm4^ 
CmATUPA 
IP FoiHO 
TPrURN 
aw) FACp «T 





NOTMNCM 

To WO^ 

\N lJ}j 
-IS ir? 
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vi^ cmx> To soi^oofA gy pufr/HGw M puL-i^ Bfsm<pc^<^ 

Rj&Ht tH iliO /w iPPLB W <SO HOMB. 

M\LTf<AHP ^AIO, ''THB most PlFTtCUPT THfHG TO PO (N AN/MATON /£ MCWIHO, 

" you KHOW^ 'ThATO A TRm STArmSAT 

StiTHB^ds HCW WBCAMMAKe^NOmm' AT C^f iNT^R^SV/^... 

WB CAl\i TAKB ihc ^/3Sp 0=F THIS. V^Y O^INAB-Y B(r OF ACTION 
By SmiVf BAKING t^f€ ACn-fON INTO RAp^. 




T ue e'/SS WCttW 
F^^Pf N>om 

F/;SSr, jSKT>V£}^ 
^rttCK wim DaK 




7 Se Rxr First 



Fa^ fts . 




DPMr^eHETAP 
Wlfit EESr 



TJ/ew Ler^MOV^'file 

SrVMAC4i 3cid MIFS, 
PSWYTJieHE^ 

SHTYHpOMiHABt-iNK 



tHBN eY^yTH'/v& 

2iA^ihzff0ip 

fz)Uows. usr 



0!^) SlNC^ NOSt OF OUR^ m>Y AOnoN^ StABT PRCx'H Tkt HIP^ 



FA^spcs 






Wp't-U MCYe Ttia HlF^ 

OTOMACH 

FieST 




tak^a stfp. 

Onu. vnAy 







Om^Fccsr^il 

C\^eT.wwt^M0i>li 



IH MfD ruRff. 
TtiRON tH A StQfV 
^PINK- 
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m mm'r evm tiupP hits cmmm mz -scir 

ipmppy ey ov^mpp/ne m‘v£ pif£ ihto a F^ompm smvot^. 








WfAP isrupAm 
AS. m Sn^ 0fie< 
SUGHTP/ 




-1^ OtU^ftOT 
STBPS OV0^ 
AS YV^lSHr 
I S Sf// Fr/^£r 




c?y^ 




^ASK F£c?r 

StJC)^ 

ABieiVAAP 

f/£5ETTlp£. 



W Caw (50 ON UK^ TTfiS FO^V^^rr 




P/SS p3J. 




Fi(SffrAMA/ 

PHAY-fiiemD 




our 

A^ scpy TURftS 

PaAY 15e 




W/A//<S* 

AS StV/N:^ 

f£:^&Mwep 

tfrAPsnu. 

peMygp 




s^mes 

/K/^MD 

‘TuieAK 



228 



NO MATTbR pfAbZ-Y 1/ie ACTlOt^ imTS CAL-IBO ^ MAK^ fV 



r^pcC. 





TU^ Ute- 

um Fliisr 

^ SUMKHM 




MO/0- WHAT 
5:waiu>6f2S 

H£ MAS 




HiP^ Pt^uofi 

■n«s. 

Asmsrpp^ 




Swcfe' OTHm 
Rx>r s-A/ewT^y 

3ftJ -setrt-gf 



j'usroN^ Urn^ p^ai(^ thaA^ ptFmmr wiu omahbf ^vm/THHe^ 



PA^ R£. 





^HIPTS mt5HT 
To OAi^SifiE 





Shifts. w^iGHr 
n5 office s/£)6 
H0 

Feerr/S^i,lpiW60VP^. 



A^£MS• 

A^SUMK 

H/M, 
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Sd\ (o aaaK!= -pit piiLLs^r action oe. figure 

WF IS^FAK 1Ii& KOl>y IM10 ^BCFIONS - /IVro DIF^F^NT FNrtV^ 

'3Mc) MGVF SFCrtOH^ - OM'F AT ATMF, COH^rANTP/ OV^APF(/iiS-. 




-it^e CH^r 

' 1 f/e 

“fAe-ffet-V/S 

PMmRV 
flu- ^SCtS 

FP^0T. 




\ 



■ANl> WF OW SI^FAK it up I tiro FVFN SMaAffP^ ^FCroM^ if wf aikb ■ 



rN 




TfOPLB UM FOL-Oy OMF PART STARjt^ FIP&F ^^l-FRATlHGiCu. FNFF&/ 
FVK'OTPFf^. fAPfls. TO FoPlOW. WJ/CW TA/^ 'FO!4f)W lyFOLi&pf 
WliFH A FlGU^^ (ROlT; FFOM OHB PUCF TO ANOthlFR^^ A /WMSFI^ OF 
ri-im^ TAKT PaAQT 7>ll^ FVFF^TH/NO FN'rHApFFNIIls'ATtiASAm TIMF, 
WF HOLO sack OM ANACnoM. ‘TPiNOS Po^T START GR FHOATTke^mFTmF 

VAR-ms PARTS oFitiQ.'moy oyfirpaf FAcFowm, fo this is wHAjk 
CaLSFP IH -Rul graft - VFFIAFPIMG ACT(OH ' 



$>mFUF comm^AcnoK 




Tn-m^ HOT MUCH Tom 

AFOur CouNrmAorioH. 

OBV/OUSPf 

WF po )T mruRAPpy 
To BAUM2F OURFtOVFP. 

OH^ FAKTOf^ POPHARD 
AS AMOFiBR PART ISALAnCbS 
BY Gc^lN&BfGK. 

- OR om Fart ( 30^ up 

AS AHOtTep BAkAHcrB 
$Y QompcM/H- 
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l^OW mCOM\^ To OH^ or 1he MOSr Fr^OlNArlNC^ PTVICBS in ANl/M'irOH 



( 3RF^KiNaOFj0lMT^ 
Bivr h^xisiUtY 



ANF'rXFH tNT^^Srm ; 



cc^si vr BrrAKiFO' cf ^ 
rfoiKJsid Qivr fi^xibinty) 






i-O- K 0 ^P ^ i>c>li^ IT To /-OOS^ rHlN^' UF. 



ir-s omrr A Mour^ruu Pioh^^f P/sM£/>4///M475E5 Pi^coV^^THt^ P^viCr aJ 

Al^rihe^^oor (^UVS mpFXXOHGrIT, BUf AFTBAB&i'iTWi^Ntii^Ol^r \lNO GAVB ITA MA^iF- 

Wfiru I hiovcrP Mirr kai^l po/a6 f i ^mapk^ oaip-mJ mipt saip 
Y oaS/r Qor To oo thav '' itmnk ir ib oh, i Houcr rtiArYouRr Bpfakihg 

rt\o jPiMTS HTpr suco&:^tym-Y /ai orpnpip F/^xi^/A/ry; '^H^PHAvriFROi^H 

Mk OUT cr1uo FrootAr 

\ri HOT WHAT /rr gatatp 'Bur ^HAns it? 

pur swipPYf 



B 



A 



' 3rrWo ' MFAHZ BrHPiHO iH^ Joint whpthfp- or. hot it woutd aciuauy 

BrNP IN pRAJTYr ^ 

KHDJHrH wr'm QoiiiGib KrrP oh pom it coNrmoa^y ^sucitt^^ivpp/ - 

To MAKR jHiNO^ UM8Fp‘ 



WHTN AN AIZ/A 
Ga^ UP 

!<$ G-omib 
COHT B/TK 
pom AGAIN - 




Tie i-lAND WIU- 
KFfP ON Going 

Bur 

Te. rrrow jo/ht 

B^MDS oP^BFrAK^' 

Going Back inTI<&. 

OPPO^nk PimPCfCN 
- GfA^iNQ- ON ITS 
VA/AV BACK pom - 
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NATW(CK,1lie Fl^T AiS/MA'0t' To FMU-Y P^W WOMFN , AlAVAVS MfD, 

^ CUFi/FS &^Ai^riHIFT^ WATCiA' 



I Nilte I A20S Q&/V1S FFiBNP, AM/MAT&£,' BlU~ HOlAt^ PpVBjjOFeP HOSB ANIMATfON , 

•ir iVAS FUHf^y S/a/C^ A/O^DpV hap any gO^jSS ^ Bvmmtm FWWFP W/'H4 

FNPLTSS CuFmii^ Acrfo/V^^ lots of I/AS^AVOMS oh FIOORB S FOUNP FiSUlSl^S. awa/^ 

/20WNPFP ACnoHS^ 




Bur Now WFCmeFT cuFV^ w iw srFAiOHr linlsJ 

^llCCf^lVB BFBAKfNSL^iHTS US TOGBTTti^FfF&X OFCJXFYfP AOTOH 

BY USING Srmi^HT LIH^: 

WF'm FBm> ftOFFVBR- F|^OM■-r^ie^lYRAmY OF HAVING To AHIMATB i£U6gmy 
I ALWAYS HSUm> THAT ^p!^W!H6S THAT WALK'i^ TAi^' SHOU0 ^ANYTypTOF H6«£F 

/N AHY $rytF,- MAPFOF FLFSH AHO 60HFS, 'THIS OFFHS UFA PANPCFAS BO( CT= SrtFF 
WHAT ATDL! VYF can HAVf BOHFS 2fiA'Stl5Al&HT3' IN OUR^FISUp^ ZudSTia^lW^ 

FLutp, Flowing tvioymFNT. 




PiW 

FAfF m 
3«j OUT 




lis STHT AWrauN 0 Gio. 
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\/VONT PUCK K/iH A A/5M" 




I 






HOY^ Y(BGo powMike gthbz - ^ucc^BSsmcf -flu Jam: 






Uijm AM-T^ie. ■f?jsNPS(3/£)giemfis"Aie^ PHi^(CAlU fOCQlSLB- _ 

Wj^ HAVmr UAP To ACTiAUa Smp OR l?m\K .Y^yrHlHCrJit t^RoyVO iVA/ VR/ - 

(^BiiTW^C/W^ 
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t&rs PO IT again:- pPgDIV PWS -W -%e Joints $P^K IN Suco^^^m 



(kOifiiq 

up 




GofWG 



^^£>OkV// 



s 



1 ^ 7 ^ GO 

Ardumi^ 

IN A eijectp, 
- 



RJGNf 
AivA-y 
“Pie. Jpw/ 
S^igAKS 



l//PDlP7?f[S. 
UX>KAr 
Ue y'c / 



^hxNnbH 

Ifiik^ 
OPFC^i-m. 
£>fp^cW 




8 

/ / ALM.Mys fr 

Al’ 'Dos g<vp)M/5 '' 



ccNrmcm 



Its WAlAT A BA^^SAU- PlTCNs^ 






/ 7 ^ A 



Xs AGAiMi 




f W -/?//S /s A 
( c50Jr?-P -^gcm 






IN otimm T>imiTfcN 




OB cauAcm His \ 

B-OPi WILL MAKS 

HL<^AWisS j 
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/A IVM& ID IH lUe SifCG^S/YE^i^V IS - 

mi ocms -fkt AQXiON ^TA^f ? 

^mAT STA P-TS MO YIHG ? 

IS iT-iCie ^^30W? The. !-HfA? rht SHOUl-m£ t\¥AD? 

In' MO^rBI<3i .ACTIONS OFThe SGTyTk SOiMZC^,%F OFti^e ACTOH \S 

PANCOFi W. 

( 5 o F/SD/W YouFHiPS. LOTF^ 

FSD/H rCipHiFS^ PFAF/F. 

TAK.P A MAN SeA?I^IMG A 7^/e ACVCN SrAlT^ FfDM NlS NlFS- 




■plF have pan cr PFeWAY To AeCFV/tfATF FAAQSeNATF iSFPAmO jOlNfS 

I r happens Ai^PfitP TIME IN PEAPITYI 
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K0^p 0 /V H (rriMG TAB00 ' 

irk AN AWFaUY GCOP 0 KAfv{PU= OF HoW WFCAN ACNtFYG itie FLAKi^lUlV 

HC&a ANiMATiOhi BY SRFAKmiZ'ie. JOINTS WpCAH - 

(aOING Up - -itl-t BPBoW i.m>S guSikeMANBpPAGS. 





FcoK 

(atlS 

MIPOlS 
posrffoft t$ 

TASS 

pas 



-iheNFXT 



Ag HAflp 
K CiX'S-g 
To Fy 



Going powf - fibcw Stilt l0\ps. 



A tNi'N- Stuff 

GO/F&- ON !H HB'FB 




PASS 

R 3 S 



A 0 AiN , 
paoK' 7 T 

'm^ T 

Ol$L 
f/iiBUT 
POBOtON ss 




■+*f 



JhB IT&r THINGS TP NAN^TN K 
-rie.AfZ/n fS Burrl^e, 
FlHAFFT AfiC SriU^ PMSP . 



Ai~SQ^h 



AHO 
i-COK 

T'e.Wgxr 
gfJg^toWiV 
fs- 

- AHA ! 

T FB ONES. 

C&NFO^ T(u rA 8l£,~^ 
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N'OW GOiHe To BMiGUiS PtST OH itie TABLB - 



BTU^W 

UP 




OriU- 

oomptp 




HAWP 



AR'H GC^POHH 
HAMP UP 



/^ 



HAHO !-% SrU- 
C^IMO Up 
AS pm?iV 
cp^vo poy^N 



roP^'A^ 

CmP5 POHt^ 
- PPCBAPLH 
MO 

/NS^TI-V^^ 

”Toi&e 

IMPACT 




SAM 




AS 0/¥ -rtie. PP^p&PiHG PAO^ 
'TIA- Pp^W PITi^'Tit-TABi^ 
FlP^r- 

rbPPO YjPP BY i?(e, 

rtS,T 

MO/ae" UNFC?l~PiN' 6 . 




IF API F\e.FOlNrS VO HOT &'P0\K Ar ike ^AMF FM^ 
W0L i- (5 ft AATihe. FVm&iUTf BYF^ NFFO, 




ITS FKF what vmiAo WHFN MAKF A PmOLAPPfAC FUBBFPY- 
AHP iTs JUSTWH-AT »4 BAlFM^E, HiHPU C^lBrmPTFMpM PAHCPR, OC A VAUDWHA-B 

02CpHTPiC t>MCPR Pops ~ AMD Fffp ASTAtPPf iVfYvP OHpy Gar ^rjPAimpf BOAiPO 
■di-M F OiFf& 'To WORK WTh\ "To GIVP 1t{P llTuSiCN OF CUPAAOWU^f DMBm M\O^SM\mT 
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'^^AmGOMA Pdm /ms a Vl^f^y ^iMi^^FlA&TlOtiTO ^MAOCIMG Iti&TA^^. 




■'T^/is mirjoiMr CM/ um AwniLcy coMR/ar^D at air You Qu(0:iy 

CAerUAWTo rfdui it C-Uahc^ you 'Stx>rp matui^ duS Smp^u, 



IN ^RfATim ■ 
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Of CouP^F, VO AU- KlMO^ Of d-J FU)^l|^^^h^^ 

Bur TH(^ 'S T^ie. 8aS(C PATT^irp - 



GOIN& up- 



-iht 0UBOW 

r^us. 

THROUmoUl 



Co, IVA’G PQJJ/^ 



VV^ C<9t(j^D GO ^ 

< n^'v^a+f reovi 7 -fc 
C-P- APPlK ^ 7A 

'WHCA&AfiAi COULP 

A^'Ve S/\mea5^S 
At Aa/^yfeMAwP 

AM p/5yitsrfcr<. 



Thic icikiL FATrmu -rfie- lo ^ • 
f" ( 5 Not V^Y<3^CC'0 ^PACNNG - 
WN/cf^ nfbd^ wfa^ \/Aitisrv~ 



8&Supr- Cumcpoa^^ MAP/^ W(TH a PUUFR- 




H\r 
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AM CONPUOV^ ^^^KS.JOIMT2 iN SUCC^S^iON L\t<^C^/\Zi 









BiSOW GOK RaPWfiii /& WAA/^ ;W BAiOH GO S/ICf^. WV^iST FCEHMEo 

^<5 ElIIoW, F/NSfiES^ SAt&W 6iO BACK . 



7/e l/^y /ler/cA cp/\ /w-Ai' scAPPfH&car A mobccap 




/ t 4 fiAFPBHiHGr WiW A Pcsk rcG/C- 
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A HO TW/s /.SA ACraoH fb(2. A CXMOliCOfOtr,, 




-fnm all gp& AomA^ 

A< Et-SCiY iSOgS mCA ptiRfHi^R 



wasr SAAAhG BACK AS PNC0SS 
W BATCH OOfCTiH UB. fomABP 

OliiJ S.TAIC1S I-CfZiVAeC 



h-ANO Ait) 'djRlSrCO 
AS- B-iSCiAi 



ir ix)C(^ co/tipLicAr^ ^ BariA/H0\i ym t^thimk -tuis mv^ ir Aitl'r 



//S BABiCAUH 1?)f S#te AGT(CH AS AiTrlNS- 

oie Bm'i/KA'tUi. Ba-ss pboai- 



(jZoiiCiHL'/ 




CtAQiicH K) U 



A Fist Bt^oAoof khcckihb o/v a pcoe 





cics^ro$ 
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Ai^ U^Ts OF SlMFi^ L-lTTi-E ACTfO^^ WHICH CAN 8 ^ ^NHANC^O 
with juCT a TiHV bit of Fl£XlBiUTy: 



AHAHB ClAppm " 






W^T LFAt>^ --VP PRASS eOlNS Up 




Wps^T -T ip P^ 2 A?S Gj(H & PDWW 



Alco, IT hfhpsto mpLAOF 

'iht PAlM SOGHTAY OMiP^Hfr 

f OF the COFtaot \ 
mr AFr^ii}-e. hirj^ 

-T>ISPTACF 'ItioHANb THA-TT; 
ppmopiT SUtopTi^V. 







If iti^ HAND stays IN 
~k^ SAMS PFCF it WffT 
lAO< virAury. 

WPAT /=^E 3 - 1S%-^ _ 

P i SPMCpMp/VroP tf, e H iT 



A&AK^^ YYF Coui-P DO TK/S; 




AS 




TT^ fvpi^r 

Tk't FfWtS^/W pfS/Afe 



/m bf Hayfwo ok. aociPp hayf ohf 

IN BFfNFpi IN BFtWBTH TOAF 





WITH OFF (H^jV^ 

Iti^ iNFiSrCAyiM-pAPAwFFl!^ 



Mo rm pispLACF 

Hhe pAPM ONThoHiT> 
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^ W0-h D/S^W friH/S WAY^ O& VlOUSi-Y- 



^pAMl^U PM.411^Aj'CD pEpS'OAf CWpS 
PIFFFFFNTPY^ T/PS OF FI^GFRi^ /4r PALM 





PPCM 4 PFliNhL L>R A: PiFi^AAT'S FJiFF'OFA 8ABY- 

SLjT'fh^ PF^INCYPLF f£ SrlLLTW^- A mm^mOFJOlUKSR&AKF/5^ O^F A-FWZANOTF^. 




pAiip CoFnFOFi UF 
AS ej-fe)s^/ (^fces FcwA/ 




A W(PWAi(sr- 

60 /A/P tfp 1 &e w5/sr 







Comas towa 

akt^ WFJir SFLL 
A-Mf>S 

wp.p/34as. 




X2. 



J_ 



AJiAHP FLAPPm ^ 

Ca aa ITAUAN j 

VFFY FAPiFLY 
OH C5Ae^ - 






c 
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IS OPm A ^VSAFUr 

GaiHG lip WOliiP mcK. 



Skroti %& mi EtjWa/ 

pj^ itii /A/SgT(V^ 



/F WF HAO A Bmr^ ■= BSrrfeR OoniP UP 

fmim OF a>Hr/ct this 

7Ki^. P^^'S u^-fb S^ltJ WfTH - 1 



Oiy IV^'^ /-fAM/^£|2//V£? A A/A/L 





HAV&ifit WFMT 

Amye Bur 
tue H w 






AGAII^i We’CAH TAKe AUirHlS Tco FA^.. 

^UT ThtTHlM& IS ~fc- K^fOW ff So WFCAM 6lS’e IF WHFN \NFWANT (jiHieil WiUB^A i-OTT 



lAKF ^OMEOMfk /i'A/^CS 
A?/OC/c/M<S /O<5p7f/60 
Go IMG 

'Goopi/^ <GcoPi " 




lAAiSF Y^B.jmr waht 
'J o it 

FAvOUtm 
rkZ-AMVOipAJB^ 








AKiP 1 1 
woulP 

BGFINF- 
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/r Mi<^Hr NOT, ^ovem\UMAm rr wiryseom ,7o(/^ 

Bur /TS Gcor, tby it 

3 





2 




~T^e- lVi&S(S Lm> 
CPUNK' 




f€>N HOW about ruts FOB PUWN3 fr APABT? 



3 






ELBOWS GO 

Tfi^ lv/Sfs7S i~^ip (jur 





ANp Com IN A Sir 

4s frop a^. 



fjx /r MlSHT Bp H(CB lO HAVpJu^r OI\lp BBmX ' 




So !tk AlA MArim a= - 

WpBB SHowm pp^fCpS. PBlFicipl^ lH%e PAW- 

IN -ike. StaiT to /mKB (TCtPAB- 

'to UP -To rm<^ Bpim oBSrtprm- 

m QM i^rum SuBrty cb rnm 

BO WAkss Go mmmy OB m^HV, 



Birr ITS supmme- how pab^ wt can go with Bm\Km jonii^ 

HAW if wo^ smuTfFUuy. 
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I ■'■ 

^um&lliT'i IN Hu, f ACE 



'Tfim^'s. /A -f^hio^Hcy To FoR&er ifow mobile ou^ fa(^^ Rmu>/ ai^ m Aonon 'Auc> always 

SHOCKING^ JO S.FF HOlAf MUCH OiCfOFnON Jfl&^ 1C wkm W^ LOCK AT 1-N& ACTION OF AOfORS' 
CWS^MP^ FFAMUBV Ff?A/AB- 
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Vi0 €Kpilu omousi-y ftie wis EurrHeRBQ ofactiom lUPmiM^ 8>BL0i^ius 

CHBBKBOMeS- Oue. U?PBR TmiH lX)fir CM.AmB PDS/rOV AS. POO<BR Omo OU^ ^KUU^. 
lie PI/^eBP PRWBR. JAl^ AOnOM PPjMAP.fR^ up JX>WN W/TH ASUSi-U uAm^L lAOnoH- 





iU 

Tg:NppVcy 

IS TO 

fOl^f 

jusr HOW 
&0 ou^ 

fAOUW 

CAwny 




-^e loweF- Jaw is w/iVSep /ai fPoit cf pMi . 




p.fNFsr 

KH£>W\ 

uov^ 

B\& 
ir is^ 




AAIP HOW SMAi-P 
!T(^AiV AP.REAR- 



A^r BAS&ITT OFWN TOLO OF HOW] AfTFt. AtHMAlV^Q Hit KBAUTIFUA EVflQCjFFA/ A14&/C 

miPPOF^oM iU'^WAiH' ih '^5how wh(Fb W75e^^£VEA/' p'A^APf^'^ C A U&m- rmr 

HO one HAP BVffZ ATIW^PJ^ SFRPRi f i^T MCHF ■SUCC&P IN A CHIgVlHO^) HB ^2AMF iWHlSfTBP 
WHB/y AW I MATING CL^^am O/V ike. 7 PWAfZFS. HB GOT HOAP fPO'A The, OTH^ TOP AABN 
IN mRJNG 7& OAMPP^ PlST^D He FAC^, HF ALWAYS 34l£>/'SF £mVt, SeAFFAID TO 

SrRmr-i Tt^- facf. 




Tif&E££ A rsNOmO/ 
To IfAVE A SIMPLE 
MOUTH SQOllZJAiHB 
A^mp - FIDATiHG 
OM %e TACT 




SnS^TCA IT TO MAKE 

I TAN RAFT 

OFlUeFACB. 



IJIbFILS a T^MSNOOUS amount of BIA^ICITY in 0(A(TFACF 



A MAN 
&N\OKiNG 
A P/PE' 



P/£AVW<S N 
OUT 

Tit^pim j 




sucKiNGr IN Puffing quct 
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J h 



~TkK^ 



A 






F 






Age 







WPS 

«p 

FWf7fiVS 

ijtm 



Co«Li> F£o/vi m Of po^mot^s td ai^y omz m a^v ssQO0^ce, va^iHq ir. 




SQHA3H 'JmJ ST/^tcH, WB'm-Y lt> K^i0PiU.s^ SAMf AMOUhif OF Mm: 
!F Y0(A Took it our 'W WF(6HS0 it- it WOUUP YI^IGh T^e S4/W0- 




So, a & 4 / a /^ its -m is amo/HG ? fat ^ mAAL^oi^P, cmr^ misiw^ 

A GOFHi^TlCAlFP CH^UllHO VFK^US A TRAMP WHO HABHTFAT^ FOC S 




A SOCteiY 
Mat^^ow 
NBvm ofWi 
urn. Moarn ^ 



V^£/S A 
LAB0H7?£R 
^VN6 ~ 
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ATHlMG YOU GOOD ACrO^S POII^G^- 



£AY scyvieo/ite Gms frightbi^bd - 



irk cRwDg' 

ju^r TO (So 




if CM<So IN SFCfOHB'-' 




Fii^rike.0^^ rnmik^HCCB'- 




FRom om 

To rUt^OTHFR. 





/i/o££ or^imr^nt ^ j'aw'faixs 9t^S OP0& 



■#■ 
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StA/tr WfW Tkt. gVpg t^p (O^ CPMGB COULD TRAVEL FaR^ ■ 

ike Monw OV^nApS w Sr^OrfiS 






SAY -SO/VfHOW^ DlSAPROINTm - 



Sta^t 

FROM 

ITS 

oFPosim- 

^■7H& Ai&ir \ 
tt^tPf^/woee 
SLOviiy / 






THM -m^- 
MOUTH 




oRcpe - 




%t ms^w w 'SRovj 

F U RRO iVS 
CW ( 50 £S /W, 



Wb all K/VOW' 

ivr^v'o FAce' 

iUe 

POIXBL0 FACS 

yJhskb 



OoHrRAp\c;nOHi t 






PiirriMo 
A BRAVe 
FAC& OA^/r- 



QMS SIDS OF 'fk^ FACS IS 'TFLLiHe ilS CUE TH^Q sJiUe OTHSe^ SIPS TELPilB m ANOTHER 




Ip ukfto animate One sh>b ^shapatsvf 3»c) tpien ANiMAiu-il'ie.cmsz. 
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T?/S HAS7D (SiO IN H^e. BOOK SOMBWH^B ITMI^HT AS WBl-l SB HbR. 







OF'r 77t'/S' ^pCnOM 3^; J 4 KiNP OF f?SVi&W 

am FXAM /M FFFXt^lLlTY- 

AM A^^lGim^NT AFF BABBITT' GAVF tiS To FBACTtCF SwCCfSS(V^ SR^WAlCr Jb/Ate 

[T) Tai<^ 'Fie FFOMf VIBW OF A FFMALF ^WAVIMG JO SiC>£. 

( 3 ) HAVF % e H /fS WORK IN A FiGUAF 0 • 

( S ) ilve MFAD COUMmF^itie HOCA/. 

(g) havf ~1 t}0 iiANi^ v^oRK iHpFpm^FHTFy a-<0 fiAn. Joints . 

HfRFS iko.. SQ 2 -/ gB/-g / !V\APF As ART 




fitps 



Kino of a ^car/ ffcsoba aj a&' t WANtm "fO do it soft of ^A^fSTfo^/ scafifR ■ 

oKf wm DQ WB DO Fmr? (wim) duhhh... mV] ofcourbo (KFi) - opawin&'^Q 
Tfic OUF that TfNS SToBy- 







WHATO NTXT? (V 
(THfA/Kf) 

. .- OByiOaSP/.. . 

Ti\^ Ni^r FxjRmf 
WHFF^ shfTl Sway 

ToFte OTHfr ^iPF~ 

- CALLTMo'^iS 
SFCAHSF WH^N 

I act ifOaT 
I TAFF about 

¥x A SfGOHD To Twm 
,, iQ OHF SiO^ d,A 
V- 2 . To TAMING BACK 

- I SFCONO OVEBAiT . 
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+ 



n A Gycv-p 
£ UAIV Tp^T 
' cff^r^pi^y 
’ -^-crAI^Y C^€OF^, 

-•■•' ' -i.vorso 
^vyrncRe' 

y."'. riveJtiSr 

-.V^r *. 

ivf "-VS^V T/jc 

S/VAVWG 




. V.' t 



t - ~ *rpE 

.-W 

■ "■' SC>/M£ 

■'.- SeNGf 
L£TS 

■ r -'..e HIPS 

s<-opf 
. r- p 
~ • C'Tfyei^y 

; -, V '■' 

■ . ' -iL. 

..£T^S£ 
. ' • . £ .e , 



















,\J pi(r /N 

^YTE^l-1^ 

H0XTO^fS 
PuCPWG' . 

HsfL -y / 
B7/2W^E / y 

Q v^e-' / / 



C£vy r*> 
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NO\M tr i'OOKB 
UKE it's AtL 

(So/AG TO WO!iJ<- 

?i.\^ We CAM' 
Kind OF g:eMx^ 

^SAKiMCr iT DOWN 
r=W£7T-/E6 

TAKlNCy 

ON -fli’C 
&ff BY BiT-^ 

FurriHG IN 
HANDS ORCtIHG 
OTHFf^ 

CuFvy .D/TD. 



(^HAm 

AFFSiMPL-e (1. ^7 J? 

(SO/NO 0\^PR — ^ . 14 -^ 1 1 





+ 

3 










da^ COM/a/^5 BAOK 

PI 



is: iq - 2.1 7^ 2.5 
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1-H \ 1 
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4 - 



2-i 









+ 




fnm At:>D fw o/v^ rmoimour-^irriu^'^ jds^ 
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WEIGHT 






Twe Fl/esr I FVFiE A^K^P MILT HARP IVAS .' ' HO^ V>IP YOU E/FfS G0T 

jHATjUNGi^ ^OOK TtO0i TO SO MUCfi^' 

' iVeU-y / KNOW WH^Kitic ON PR/^WWC?, / KnDW 

WUpZ^Hie- W^iGHUS AT ANY i^lvKN mM&HT OH %€CHARACTM?: ■ I KNCM WH^Tke^ 
i//F/6^/nS W irt aoM/MG FjBDM /rS JtfSrTKAY0(TlN& m 

WH0^ Ike. wmHTK JFANSK0K^/H& VO . '' 



^Vg vi£ Ai-^^Y skfn That /w a waak we wi-if/e w^isur oh ik& down ft&moN 
WH^ PFCt iEeWPS as it TAm^ The AeSOpBmTki. FORCT- orlke MPV^. 

Bur H ow AEOur othpk kihoz of wfkbh t? os^k: -e /sh t? flow po wa show that. 



Omf way we CAt^ Show how Hmy an osjszr i^ - 

' IS ^?y 1tie WAY WF -PRBPARF To P/CK T UP- 

'lb Pick up Wpl6ttr WP HAVF lt> PPFPAPF for it - 7& ANTfCJfAtP t^K WPIGH I . 
O^YiOi^Pf Picking up a pibCf of cMA^<, a Pfn op. a fpathwr popsnT 

P^'UIRF Al^v PlZi^fNC-ATlCN " 



3 wrA Hfayy svdNB.,. 





fy|0 OFiNPiCHr. 

irfAi^P^AFOl-YSf/meKcxiK 



WF- CAH StiGGfSr W0F)HT ^Y.JuST FAVWG'W/M 

WAW< A&>UHl> ir - Si-^IHG ir i/p. 




Pc-K/fe HF (3bWG-To ISOTi//S? fid CcN^lDFKiH^r 
WHATH&k. ^e>/WG- 7& Pick up. HON HPAW IC iTr 
Hpk ANnCiPATHG WHAT IT^ OoWG T& miOH . 
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MAVB^ pavf MAV^T/|t' Sc^A/T/M^ HAV/S WUC Bin yiA/ 

MOlViBB, QOIHG 76 AVr/CJPAT^ T&e 




Cf|^.1Al^l^Y 5»ppe^p HIS PBgr 
FfPST MP Hl^ KNpES ✓ 



CoO{6 WHAT 

iHe SP(N£ 




A HP 6gr AS TO ^ lA/e’/GHf AS pDSS|I?if , 





^ ADJUSTS H-fMSei-F |^pv| &OFS BACfC 

^ AS ro NOT PA^AS^ as H PT^ 

H’BSS-F> KF PCFSKT 
^A\'T A HERaIIA. 




r^e^Tve&r 

Ufip^ti^ni'JUe 
WQSHT- AWSHT 

AMwsr peer iN 
uim^ -• 

ET^PAtlCAU^y 



py^cA^ 

A^ He TA(6f 
TOfi€TA 

pupenAse* " 
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A MA(i CAmm A ^AQK FbTATOfS SACK S^I>B 90m TO CcmwSSAtAHC^-ii(i,YimW 

Th^ W^/GMr FC^C^ WfS S09Y (UOSPR^To^fL <^O.fii>, K^IN6%e- 80^ MAKIN&1h&F^T 

sfiupFLB Ai-ai<k, Tkt Fe&r Ai^ spmv atrro ft>m a ^^roFmJpoo ro ^pl^c>i^e W^GHT 0(^ 








fmr SycMr 

GGAIPOFF 
~^l^£ GASOOtii> 

mcH- 



A u^r OK i>/FF0mi(^ //y mu^ cz is pft0^ihs> fiv ike f^s?^ A/mrr 

IF^A Pem^ti 1$ GASPYIM6- A HmY BCCK-' 

'itie WFISHT WOuU> POW ^ tie W SCf^mOi Am^ . ^ I^KCK GO(M><^WMI- 



Q’nuw suJGMnv 



tiKU. fm/e 

/AOS£ •SKOWLY 

^>C>y 

Wtl,L RAiSS 

ONP/ ^ts/m-y 
ON^& 

Fmsm po^moti 

SUT'tke-RP^ 
WlU- MOT RAi^ 

ATAPL . 



-l^&TmiNG OFlt€ Km~ 
COUt-P ^R8Ano - 




AeAfM.ilie. 
PA^MG pbOT 
\MilP HAP4>Py 

QR<X(fiP 

'yt\e KAi&P^ WH4- 
BKNT 

ffcm iue w^mr. 



'.^ 37 ^ Fau^^ ^ ep , Step, FAim, Stef Pai^e <^tisp^stefStbF FAu$n^ e - fc . 
^3 fiE Could quoe pApiupy rnm prop if 
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A -flAMD piCKm £/PAS/W< 
HAMPK^I^IEF OM 

mcouthw^ 

No - 






SUT A HANO FieXIM&aP A 

ms Cof^sm^ WHAT iQ-tUt Wffoe Wi>y - 



~%e. WIEIGFT 
Of%z.^RiTK 

-Iti-e-APM 
PUUS 

iUt SHCUUm 
POWH. 

V 




A/^et^ Q=HmP 
COUE!> Offers^ 

wooLm^ 




■iAa^ Am 

M^PW<3 75 
SAMNCg 
%i ^FJCK 
IN "TfieEfStfr 
HAHO. 



piCKm HP A FfAfH^ 

/sSvr<SD/w6 To HAW AWy ^FftCTO/ 




PWAESWQlkn rsATH^SHAPP Tb S— X fHT^,eMCA/S /HAf^ituP^Hm.£V0N 

O F CwA^f om WA/ 7D Gpr W^l l^To S^ CGN^Ot^ OF t T. 

~%it Gnm AH mrop , su-iytua savs- - 

TPe PolHT IS THAT YOU ARF HOT Mpf?m StUmm A m^eiA ABOUT, $iTT Ya( flAVF 

womriH Youfi f^oRAAS. W Yai do you po^W car wan rmr WF(SHr 

lo COHm 5^S47KW. it l^ASrRiAQSU FOLm ad / AM CO^COS ^fTAU'%t T/Mp . 
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5AV A H-VJD 
CW A £At-UsaU.- 

jt^rsre^sfn^ 
A Sir- 




A HAND 
C5aI IVAW 




T» Wat^ Bar wiivmuy i*v/0 



i>ieop A 77 ^/a/6s WHict/ Ar p/r?=i^^rs/w^2 OF vy^t^/yr 

a*<y mATTH^Y'^ AMP^ OF. 




A $tuKMAi^Ky 
VVOUU> A 
CP?^TAi<^ AMCUffr 
oFAtfSAC ITFAIAS 



l>|5cipS 




HAS 
AtR 

9^ wiu. rff^l>10 IriCAf 







HAS Al(£ 
tlAJpFP. If 




ANO SpTTi-eS 




YAK£ACmA Cup- 




I 



A HfSWy 
OVF!8eD^ 
FAUA - 




cATcnes 

Afs: 

Byri>i3t^^S 
•RAST- /f 
W<5A!f WAl6JEi2 
IK fW A^IB - 



AVWSe WS 
WOKS H©/©e 
SpiTUe AT A4.< 




i^cufSce. 



/A -ftte Gap WCUU> PSO&ABt^V ^HATt^ on /MFAOr 
sur m cm hayf- tr SoUf^ ABOufio a sir 

rmp i^SeFTiss wffH s^jcr masf tV apf^ayissuwaSi^. 



W )^^V3■ 






d0)k€ 






M r 

^wfce. 






PAlSP ff- S//47T^ 
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A FAU-IN^ i-FAF /-/waee. //J 

Alp^ Cummin WilUAFF^F IT' If^ FAl^A 

IS bY 1 I\^Aif^- 

^ ^ JS?SA 

r 

;r 

m<sViX 







-ihcxiwm oFTHfs 

Huh S/ZAc^Wt-. 




>4llidM 




s 








/ rs- MM£>(/VS ?s 

S i WAtmL - 

A SlOY^ SKtt> TOA HAt-T ■ 



A Pm SMAU- 

'Ij ^PPI^S 
WfflCM QmCA<{>( 
P/SSIpATE' 



s>Am sosr Of^mQ wm 

A Pipc^ Of fAffee ?Fam& 



IHIO VWT^.- 











PaiSW fAU4(\<^' 



cmiSCx^f 
Afii^ lAI)^ 




mT^A a 5 cK 
cF 5 ‘ 0 - 60 /JSS.- 
/?/fp^/k/ 6 rfr( 3 C> 
lo'tie 

CF e P^SWp. 





A gAt^-OF/HUP- 






ToTHf^ SHAfW 



Watup \JSH> 
wimoiP 
copHeA. M 
CcMSpOW 
FAST- 





AwygE 
gffVP tp< 5 e 

-nfeH 

fJVjLjL SitOIVSR. 
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(S SOFT' <UoiH - /T WOUi^O 






FtNB^eS 
7& <S(V5S 
PRf5:SuR^ 



A(^AtUf iti PiCki^G UP somum %^^FOiSBCCA( |Y/i4- HPIP 

Ami> ikt. or 

/^OU W fhe- ' / \ 




IN PCmG UP A FmZiL. 
i5e ^OUeCF OF i^e /CTCN 



^ oBmu^y 
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/{v^iny sax FAui^m - /4 Mie£> SAil FAlri^tm ' A sr^/- SMi- ap- Bo^um& mi- fai4^- 






To iT^^-fSfc mPKx-iU ^ IS p/«tJA4.y cpew 
At TH^ /\AOMmiT OF /Aipj^cr, 





t 






-TtfgN POU-- 

IT popSfifOTSQttfSM. 

Tfte tourto ctwes vvMsn jt 
HAi /CmAIV/ LCTT'fe a^(><W& 




WH6H rr goUi\fcp£ eur ammcww rjus tb stdP. 

SriowtteCoAiwcr 



IUt fT PO^ 

ahp Rfs^. 

^ TEiVNfS ©MU- W/t#- ScptlASW Oi« //WMCr 




F^essum IS PAjer OP W FIGHT 



l?Ai-(-CON 



ppCFii^ 



louCH/NS 

A P^F- 



7 mN 

Af^ain tr% 
OfZJCriNAh 
^HApe 




^fsnANCF C&mm- FFom -%e.-iHms- ipyim ro fAom 



263 





HOW mCH ^ffD^T PO W ro ^XP^P 

(Jj To Mcye ^OMpyHlHO? 

@ lb a-i^m it€- pifs&PTioH? 

(f i o^ro stdp /r? 

Y/ILl. INPICAT^ HOW MUCH irw^GHS. 



J 



Cm WO to A SroP /s haha Of miowr -■ 




SflNf^ 



^L-^O^S 

CoMim rotie fND Cp A supp, 



Off SAiJ^NC^ 



Tt\m w^<ko mro (x^m AO(\m 
- ^]•<& CO^/A/(5 CfF ah . 



p^wkwams // 

Gof a> TO oommifJG to ^top 1^ fo^h^ rticGR^^iax of ^&pwvabi-H wmttr. 



V^'HAT0e(^ 
M/AS m /viOnoV 
yvtu- Tf^y 
To H0FP OH 
Gcm- 

HFAO, 
H.ANOt^ HAW, 
ppoFmy, 






0:0 W£ STOP 
IN Bits ' 

EACH t^iT 
INPlCATIHtl 
Tie m^iT 
OF irSPL-F^ 



HPP^ MiUT HAHH on it " 

SrorPWG rtiiHGtS coH^iNaiiO-i isohpof %e. pifficuit iHtNC^iaPc w an/mmioM- 

wm You COME TP A Stop PICK A GoOP fiACF TO STOP, HOW XOU CHCCAspTb STOP- 
WHAT K/A/P OF a STOP - WHFTHfZ iHs AH AITPI ^P OP A P\XX tOAfp^ CHCOSiHa WHFPB 

lb oo ins AH /mpoptant CMotc^. i hat^ ib> sffa foot Co/m thpouch aP tand 
TH£H norma happfhs to if. i iwhk whfn it iands wf cusht to go ah fad 
' 2>ni pur Tie WpteHr oh if- OP- PGCK FoPWAPP - OP pAISp lk<^ 01HFP.POOT1 
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So Hen MUCH (V TAh^ iv sw $Ho]hs Ho^ Much it h/0Ohs . 

MoOf iUc ^pmo or ah actoh wiia. vm'rHMm How viOLmr P^P^y /s - 

ir A MAM /£ RCiNNIHCP ^flTH A COAT MAPr OF T/^/N, cmTMATmAL- W HFCOM^ 

To A SUPPfN OjoP^ MATFSJAL WUM Cam U OF To FU)Wf To OH GOlNS ^ 

To Qo AP^P or Him m PFPm W7ty ^ thfh rcop ^ack oad Sfttcf . 




4T25f^- ccvsirmtJe^ sipfries 



A WOMAH IH A •SltTCHierriF-.. ~fkc MAr^&AH wiu. 8 U>SSoM '3a£> Flap VlOLFHTL/. 




so WH^ SH-H STOPS'/ i^0P~ C-UTH^ an) HAtfl F(%lO\H THiZWBi AI^WMC IATeR. MAIH ACFCfi^ 

AHP OFCOUP^B^ MMN ATtCH AlSo Sx>PS IN PARTS, FttUStllNC UP AT TimfQ- ^ 

HASy THFFF P FF N an action WHFR.F AU-TA.& PARTS OF A SOOV AT>VFP CfNlFoPMPi • 

Crxcm IN ?2ogo7s-; P^Am not rvrw in rniMt'^ 

AC^AiN, 'FOIAOW THROm ‘ /S“ffie /egSMLT OF IS (^FNfRATBO MAiH ACTION . 



265 



'Sur fl/e OA/f^y WM CA^ SffOlV W^ICHT /S '^(6 ACriOH- 

SAy vVfte p!cr^iH& MPA pea'/Y satcp M) ia//t/-/ a prrCH^:B<.- 




266 



BACK To U Fnti A ^OCK A&AiH ' WiTH £U^(S^{om 'OF HCW To TMIf^ Up iN 1 V^riliBl-Y 






OMiSHAWP 
ST?^ SACK 




^Opy STiBgTCf^ UP- 
HANPS POffreo 
ATItfFSAIW^ 
“nWE 




^2N>SC)OWM 

SurHout> 

a? HiiftifiE giir 

wariCJS^TTfl^ 




^T«H- 

S?Mf WWr P0/A1<3^, AMP Stub' 

OMp HAND PP0Q5S5 SsMewWAT 

■iwcym^. mAygp. 



5PiMgA<a:H 






SpAPS WfTH 

H^OOMg 
f©W*l 1-ATp 



Apjus-p Burr 

5iP^1&£lt=^ 



5TP^fC+f 
fApS AKC "iPp 

sa>v<®s i^r 

LBS? sii^istfra^ 




Mft? A4 ^ 
6BE&S^P(»«< 
9»ii 

VlgRATE 




-To gopy. 

SHAf^g. 




gietfrSAct: 




bO^OpJi. SHA#^p- 

H^ea^^<^^6^T/^owr^. 




Lo5p?. fAuAi^ 

/VC poqiSi^ W€)i2 



Hib ^ 



mcVi^ 
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A /VWW W (fH A /s irCflAN AHVii- ' 

C3 

Ai WfW ^'OST ACriOAlS gACK ApcH - 

-thefEi-VlC-WtSf SoSS ObJV{^< 

14 i ! ^ ^ 



Writs' ■& Hir 





HI^WI 






Ftif c tor 
OYejt fisP- ^ 

PensR-pE^^w^ 







f^Msr AAIP A^f^f 

«iuuo so PA«i f=UAr»Sit 

AS HB«> ANPAV4MS 
$]?kjiir HW4 V/MP 
aNi> pCHNM 




fervYi^ HEpse 
«MO Wprftr 
“NO i«ej?nA^hfe 



"V 





Trte ScwWP ttfe 'Acca^r J Cm^ 

oi we FfiMe AFree this , 




J ifdoyViES 



BACj^Alic^ 

p«we*SES 

AW|(N 



cti 'The P^cwp AF?a£ -Tu OaJiTvr 

v^nee^-m iMu-er I^vg ii«.mviu- 



So TO r/MD AW^Tto VA^lO(/2 pOS^fST-fT/A^ TO COAl(/^Y W^/Sf/T T/-Si/AOY - 

Caw mim^Y fa^s? 

QO FAST AWP> ? 
i(SF (Tf A f^P O0(f}f\iF 

Joints ? 

Bol>V ^ 

SHIFT iU^ WFl<^HT? 



— AMD SFFFSrWHAr m/^FFD To PUT OV^ V^MATINF WANT, 

AND mm WFHfWF Am THIS ^{FF iN OU^ BfmopSTp^'l^K - COVCflYTEATA ON pFPSOMAl-ir/. 

VINO /£ POIN& IT Atiti I hi WHAT SITNATiOI ? 
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dJ 7f?ym Tg shows W0iGHT 

/W A CGHJ4^ OfiAW CmPUN PIP A FAMOUS OKiPpl/^G Oe H OPPlNQ UtPW ^ 

HF ^KiPS POUNP M Col^NFfG /N A CaPWF poHS OUT OTHFF' WAY- 





i IKF a MOlt^/hF HF L^aHS MTo ih& CuRV^ CP %e-Tul^j^. 7^^ F^ aP^cpfS.^ ov 1U^ 

ir<i&mWW^^ToMAK^7ut.3'K\D- 

w AHimrtcti ' fF HP sKips Fop ABour a spcomp - 

A IVAV 7C^ Po TA/S IS TO MAKp A OPFIPS OF PRAWW&^ FRPIA 2- To 2.4 (^FV^ 

TH^ W\AAF ANOTH^i. OFFifS^ Off^ ^U&H Tpf^ FPoM- ^ 7 * 'TB (p&p 
THPH WF liNTetZl-^AVp IJiPM, (fop MOPF OH THIS ■Ssp' \^iSPAVONS‘j 

(^pahcimg) 

To Fmm dpttw/s sperm oh WAmr wp Shouid incujpt pANOfiO. 

The FfA^OM /S THATTht T^PHTIAP PaFT OF PA/7CWG- fS AiCTT WM'/S HAPPFNiMO{_ lo F^T 

BUT WPATS HAfPS'^MOr To Tkc^OpV --(tie WF(QHT-7& UP Auc> tOWH OFlhe SCVY- 

HAPPi^ 7 J AIZT BABBITT WPFF BOTH ^iFFCJAUSTS iN VAMCP AM fA\AVON 
fOW SAtP EXACTP/ The S^IM^ THiHO' fT-0 The. UPANP TOWN 047%^^^ HAHOo 
■T fiWT 10 Tk^ most /MFcRTAHT THiNQ in a PAMCF- IT^ WHAt'B HA PPFMIhS Ib lUe pcCN 

WITH TUt. hiFiOHT MOVINOj Up iW? DOWN iN THHTHM- 




mm WF CAM purTiO FFFT ON AMTWHFRF- 
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How 

rnwH^ ^y 

up 3 i^d DOWY aii 
QWifiO-IUi A^SA^MP. 

•Wfc BPAr fs: OM 

^veizy PiiA^iHG 

(S a4 /SXTiegMg. 

i4(S iff AU- OY Of^^ 
JUST N p&S 
S Simp0 MO^ 
^jnAi&HJ wBmwePtiS 
mjWp^ ^CH ^TTZmB-. 







VOYii'l 
C\\ 

ik. CfF iS^r 

t Lip 
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Oh a PAHCB- Wl^ I AS-pn e>OPV VCMN. 






+ 






S3 



C(V -fH e 
To 6pOp 




J5A3\ 

(JiEveesfK 




+ 





cm Acc^wr mVHm 

The. Pc:>WN O^'Tf'te^UP 
Of ike BOpy. 

OH A OAHC ^ , (F w^ tJm' Most 

OF'tht SMTS ye^<5f/r - 

THM\/ CM almost iCtHC^ 

1\t& UfWf E^VTS 0/Z SPCONCmy CfV^ 

POA/r 6PRVP T/Me 
OfV -ffee //vPN/T^tWiL ' 
4AfVTW/WG l^STP^A/ 

^ WD/VTPe^D. 

- 8s*\o-y Rffitf ? - 
f^jsM CQpFmr irwifH ^caipApy ^ 
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"fe HifS 

'T^Np To efCH 

OTHeR /AAL-^eT/ME ' 

fiHoui-peR Tvm, Hip a R 

^Houio&i UR HIP PO^H . 

TTvisry^ie - 
H^ad Ar oipF0Rm 

TO SfiOULl^S. 



(■iST 

L0AN 

t!(lt>iiie sct>/ 
foR pyumcs. 



ViH-m CHAHei/JS 
Rx^mct^ 
Uf/Yy 'Nnp 
Htrs: 

yv^itSfif 

s/v/pjr 



w/fy PMcyzs-fiforic$ i^i<^ -fwsr inij,e 

AS> TH^V OPFO^ 'T'AHKT (N 'tke^ H . 



oi^~hj& ^.ict^cPTia fZr>T 

smAisirs^ 
cwr 



Ofi SYt^CI4idO(^i€h^ iUti^fOH To A MU^iCAl^ gmr^ TH^R^ARe 2 , RKt^S OF Wc?/t(^; 



c RUL^ of thumb ^ / ) VISUAL ACCENT POSmOfi OCCUR. ^ FRAMFS^ AHm> 

'v V OF iit^ ACXUAF SOUND - Ike SOUHR SY 2- FPVVYlF^ ■ 




So CAfV FtTfi^ AN/mfP ifie Hit X FRA^HK AH^O of SOUNO 
OR, mCM AMimF LFVFF WITH Tlie SomP /iD^ACp-^e PlCWRB 
^ IN ih& R'PlTlHCi^ LAXfR ?ud <3^ IPSO I rt-OQWJ RJOirn n M UQ-I pmm w s) 

(^^LF OF THUMB ^ J AAAMV Live ACnCN FOna^ OFTFN PUrTht Vimi HirAHm> ^Jilhe. L&m 
OFY?/e ov^AU- Bfat(^ wfh a 12 F/3AME BrnmiAfi -i-FRmes ah^cfTi€ sowp^ 




WFIT DIAUXOB, ITHmYue ^psr WAY IS TO ANIMATf LSVbI^ WfH itiJL ^iUNO -Turn FiDbLF 

wmi ir/NTtit FOirm till tr looks ju&r ni^yr. alqd lfa^n th/n&^ this way rules 

Gf thumb, AtF ONLY WHAT THBVARf ~RUifS OFTHU^ ^ TRY IT WHAF WORl<S ^ST 
MAVSF /ri' BFrmZONF FRAMF APYANL:H> , /AAYEFTWO, /VAYSf S ora-. MAYBR m Sl^T!.BVRL.. 
Qrk nfver. bett^ lAtK.) 
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ANTICIPATION 



IS wi-0 vc^^n'tKnow what rm Guys gomg To po 




marYTiA 

•' YHBBb A£0 QHPi 3 ViiMG^ IN ANfMATlOH - 
r~ ™ 

/ ANTiCiPATiON I 

: Z ACrnON I 
3 g^ACTtOH J 

AHo iMpiy-fLie msr. 

LB.ARN To 00 77-/£S/5 7?-///Vi3S WTlL 

you CAN ANWtATO \NTl-0-^ 



CHAOuIB CflAFOiN SA/0< 



( Tbul 'em wmat Youn^ Coins 'To t>o. 1 

O po (T. 

3 rpLL 'EM TNAT VOUVT TXjHB IT. 
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^ MA/lCfAa ^AYS, 



( ^US^ g/a 'A^T/C/PAVON'^ J 

m? SI^CAH^P ff COMA'luMfCAm^ mAT /^ flAFA0/- ^ _ 

'T^e AUP/^HC^ S^FC WMT fS G0tA&7C‘ i^APPFN ' lUpY ANflCIPATJON 

3J SO rHF'y AMVCAiPAm ir w iph ms-, 'Tp^y go w/w 



WHY? 0pCAi{^F pep. ^^MOSr p^pPY ACTION \Np MAKp THPpP IT AN ANTia PAT(Cf< ^ 
WPTNINK OFTMINGK FlPSf -7NPN W TH0A. 

UNLp^ ITS A FPP'PPOGCAmB> PPSPONSP L\KP CHtPrm G^/^/S DMA CA^ 

OP. GPT1M& DCPCSPt>, Kmw WAT WPlN/NK Or SO/mlH/NG Ftp^F THPM PO IL 
AS 'AlFH SPFPCH, WP lANOW IPAT OU^ BPAiN FiXP^ lipcN Tui Sm^ OF WfAf 

IT WANTS 'to S/iy "TPFN GO^S into V^y CoMP{.FX SFjQES or /A iiCClF 

GrUFCrlCNC to SAY (T. 



^iD, A HT(C( RATION IS Tke PREPARATION FcR AN ACTION. [ we ah. R^ ccGtn^Fv^/m 
ANTICIPAVON TAK&S PlACp IN APMCF^T EYEPY ACTION ■- '^' 

W ctriainpy in ey/ezy skT action- 





■r 



AN rtc-rA T ES 



Aevot^ 




'At ANTClpATiON IS AimYS lNlh&^ OPPOSITE PfPECPOH To WHERETH^-MAtN ACTCN IS QomTo GO. 




= F1.0PS 

ANY ACTiOH IS S7m(G71iPN0D TV 0pm pREGmoBR gy OPPCOiTr. 



— 



ofodu^^sA 
WFeopK 
FOR. WHAT / 
Hir Y 
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iFAcrm bopv 

imJ Hr flAYE ANTICS PArfON OF 
TPFM&iPOUQ Fdpc^ • 




USuAlLy ike^ A^lKiPATiOM Viomr imi ike AOnoN 

^UPW ANTtCipATlOH ,..r. :z:/p/ = FAST A QMCM 




^?i(Ars jsw wm lip puT^ 1Ui ecpy mo \tf>f ike. -luPotY is h^p 



A FUf^l^FR' WiLP^Ao SACK F^FOfi^ <3oiHG fcW/V^P 





/4/Vy ACTION CAN BF ^NHANOFO IF WFFf IS AN ANmPArfaJ EFfC^iLe ACncH. 

W GoeAeKFBfCRFWF QO FtiF-WAFO^ 

^ WF CO POFWAPl BFFOFF \NF GO BACK- 
WF GO mWN SfRpRF yYF CO NF 
WF &0 UP SfFORf WF go IPOWN. 

ihe RUL$ IS - ' ^FFOf^F WF GO OMF WA^ - Fl/^Sr GO ike 0Tf4^ WAY. ' 
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OF coaps^^ wm /\ "CARTOOfi' CAj?XCOH - 




sofl^0niiN& 




A/WCiPA-ms Mis ^ir 




rmTHPps 



-■'■'XT >*'■■■ 



/«£> <^mc)ur~~ juQr <acm . 



AMVC-IFAIJON HAPP^ WIW ^MAPl^ 



(S^lH& WP F/3CM A CHAiPf Wg ^p\Ci( WF<30 COAf^ 






AvnctPATpc sack GO^fbp,W^dP UP 

7S Go pyp.vVARP 'ZiK.e^ PouJt^TQGO 



SomctiF- /AAKtmA POINT' 




W0N< ANV<ilPA-m 




MOW^ MAKlN 01 i^e> ACTION BtFCmiep ' 





PA0^A^NQ BdO'f mN< su&Mn-y son 
Gom STACK FfFSr m%t offvstm 



TAi<^A simple rNiN& UKF WAiK- 



ITS UlimrUPAL 

TO Start A waik 
FAmmr psar 

f?36M 15'6 
PiRFOnaT 

QOIHG, 





TfitOSVlOUS Kl4y 

rc GOTO Hfs t^r 

t&rosim wipi 

Hl^ L-m'FOOT 

^TART^e WAO< 
Vi(TH 1 Ue.fCOT 

N0\Fmr To 

ViW^ Hfls G01H& " 
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0 Uf Cout^ 
AHVCiPA-m 
-iUe. WAIK Wim 

Hi% E/swr frxr 

- 

His E/o/rfbor 

com£> back up 

A/vfic/pAre - 






( 3 ) 

Atr^AT/w 

H0COULC) 

AHnaipAT 0 

HIS iVAi-K 
BY BACKmuP 

mm H(^ 

PEPTFbor 

lA) 

TO FEeE 
MIS ^GMTPOiT 
To OY^- 




A 

IS AN ANnaPATlON 

UP m %e 4f/e 
To Po AH 





F^ 0 wu> 

V 



A AW ON A piym 0OAPS} 




STAp-TWini kuopQTi^ 



{back aecw Eev'sesgs) ' 



AWCfTF^ 

AuncipAT 




^PCH 

A^AWJ 
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\^ITH ACT70W5 - Wp A //AiVP KVR/m<5 ^ 




Bdrjcisrs/ pctrm^MAsmi/WriapA-m up m %e. m^son ihihf<ing. 




oe m CAH us'e ppm^VAHT rnm^iOH- as AHnapmcM. 

Gay a sficma wowaw /s GciMe To Pur Hwt> on MP^ (jrs ^ 
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/r so/H^Qv^s Goins' 

To HiTSOM^On^ 

/4/vnc-(pwTg moK 




AHnCifWcM 
WHAf^ (SrOmeTo 

HApms- 



IH -%€.mRlY DAYS OF AH IMAp€>N ~Hte CcHTACT WAS HfTTfH&A Pat>i>lHQ^ 







mrmcK^Aio, 

"AT D/SWgy's i i-gAj2jV05 PO\N'TO A PuNCH FRaW AlZf BASP/TF 

AP-T SAID,. ' pon'r RVRR SHOW HAnp h irrmiSriUB oiiH. sz/oiv lut haho 

AFwpL ITS PA^r n<e CHIN W l/5e CH/N //AS MoYPP our CP PPACR i 



Iffe HIT ms. 
Hswu^y 

HS-Dfep 

4 FpMlgS. 



lSfAY W^jMSr 
5/fO(V >e Rpeutr 

Ho Fi>iHT 
oFcotivcr. 




Y(^ l^veour 

-iki CCAirACf 

Wfif/oiV 

-ftt//AWD 

mm no 

POINT 

IMPACT 



Km HARRIS. TO)A> MR THK IS Wf/AT rm PIP IN OA£> WP^'mzN FimS. mpl WOUPP m>\TCMT 

ike ^f^UT OF Contact' ppAim. TbjusrsHCw 1U& RF^iroF%e Kir a«d par A Ei6 BAtB CN ir: 

w puriULSomp HK \a/Kph iuc fist is " wnmi lut o^/Wcafr. le p{swp&0> 

'3{th'fUe^ARM SH//A/(5£Tf/RCW6^» WF GF i -jpi. 'Ike S71R0V^ f^sOM ikz, P^^PlA<2pMWV 

'the AAmOPATlOH (^- PRfFARF fe^1&e ACr/OM- geOAPOAST WHAT GomibOo. 
'^le ONPf TROUBI-F WnV ANnCiPATlOH^ IS THAT WfY CAN SF CORNY 

-iko AUOtm^ &URP, I KHCn^, ( NON YoilRP GOMGlb]X)-TH(^n . 

Co TH-FN The aPFATTHlMCf /£ TO DO €OMFTHlN& PtFF^PmV-A SUfZP/im- 

wHi<m CAN br vpry Funny (^0/0 ^kockino .) ja^r pohY vo 
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CouuC> SM T/+AT Au ANT/ClPATm ISAM 0)(P^rAVOM OF WHAT WH4.O0yjR. 
'TWf Al^f>i0JC^ SOmrAm To HAPP&^ IT A(3TUAU-V HAPPEN 

A SWI&peiSp GAQ WO^ WH^ T^tAlipie^C^ it,^ ^Kp0yp(VON -u^ 5KPpO^ 
A c^AiN Thim TS> HAPP^ w ~imi sanm///v& Quit/^ p/fr^ppHr happens ~~ 




The /NrfA^^ IS. 
TUi^ AHTCiPAtOH 










fmNS ^AHTtCiFATtOH 



ACTIOM 




AHTtaiPAT/CH 




A10£p ACpCN 




MO^ /Wf/AAe ACaOH P^e-no/V MO^ V^MC^ 

MO^AHvaBmi c^^ui~T p^noN motion. 
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/MVlS/gL^ AMTiaPArfONS J 

A WAV TO hNAP 'WHICH AHimVO^ ALWAYS TAlXlhlO ABOUT /S THIS: 
CAY A CMAmCr^^^ MILT>iy LOOH^ UP SpOUTt-Y ' 





iA/£ Ftff iT{A YRRY FA^TANnaPAvou - A omHmoRT'm w oipktion 

Fpcm WF WAHT To ( 50 - ifk Too FA^T FOR Hie FYF TO ^ (T ^ lltjuST f=OZ. 

OHF OT Tt^O mM^ -' irk lNY(€i^ lb He &YF BUTWFf^lT THIS fTlk. ^NAP 



OaY a SCCCpIb OOAUP /S GOfNG T& STOP A &AU- wm A OiRCUlAF fOOT FFOU/USH ' 



I z s 4- s 




OFCouPSF, -fU FOOT FU^rnsH /7Sr^F A/V ANt(C{pA^OH OFCWrOHfNGH&Mi'' 
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AN rUNCU To AN ACtCN SY INVI^ISTV ANTiaftAVYlG ANY AencH- 
IT'S Ik. SANiBWfPKS ASA^'/YATumiT ANTiCmrtON - J'USr(3iO~iie. OpPO^fl^ WAT fZ/SSr— 
gur ONC-Y FC^ ON&, TWO^THfiTF- r/SA«. 

A m^BAip Ffayfr f^Avm cmght a could ANvaRKf^ 'ititANvcimiotJ cf his whoy 
fvF jwsr 2. FfSAM^ - 




ANm. rcRWApD rai now <^o back /m T^' normal' AN naPAJioH - 




// 



whfntvfR Tosst&i^ WT TEy To mo AH AHrnmoHfoi^mciBmi^ m^'te Acticn. 

'^TTLA SA/Dy ^ 

SIMPLE. 

WF PIK.0TT. 

m YFRY 

makf a ^TArmmr- 

2m) FiNf^H IT- ^mPPY. 

^0 . 



AHP 



1 WFANVOPATFikACnoM 

2 po tr 

^ SHOy^ WPVE PCHB I K 



A 



AmapAVOM mt>S OH HATumAPi (HTO 'Aeoms' 




284 




TAKES AND ACCENTS 



A 








Acc^r >> 




Ttfl^ /s BA^ (C. PATm^l OF A OAKfcoV 

fou^s A -BuMOl OF BdRaahijs vAmvof^ oAi Tf(^ 

WoRm> our (M Hit. Fy3o‘s 4V'S 
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/Stir AT iTf W0COULP CUfllSA^lC TAt^ AP>PlHe (M 

A sn(^ht ut^ AHvamnoN onue pom ANnctPATtx^ A^ HeTAh^ a cic^ kgk- 



A SHc/ir 

HAI3t>PI^ UX>K 





HpmAfomuiJ\ poR^AN omHAPymAmr up^) taa<^ f 

(fHfSi? i>m0'rYP^ vmis) 

Y4 




+ 



JCOWQMTWCS: 







2 5 4 - e 

I j — I — \ — I 

< “z Z^S 



OH 



1 — H-P 



5 



^ufAcc^r'^s 

iS, om 

R>R- 2-mWK 

\mU 

oAf/r^kv/iy 

PCW/i JO^IQ, 






/S’fije 
PO:sm(M 
^ We'RKAft 



S b 1 



& 



-j I 



UP ON Gli^ 



lO 12. Ih 
lAj 

44 




fDWN ON TvVOS 



17 




9 



II tr 



UP on OAies 



:PoWH CN TWOS 
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SA/miHm KUT^fTH f \ 

Y/ARM 0^’ SHOm -TYP^ T/M - {Jn^r arm/^ s^cj 





A<^m^1ke Accmr 

(S ONi^feUT 

(H Ai-^W 
EW Isoutb 1 4- 




& Cf )0 // 



{% I3 4 

-f-N 



POWM OH OH^ 



rPiHG ppm ifit 



/ 



7 





€AM^ TH i!^ Wm 1tie WDY-SUT AlS OH'fW^ - 
(rAKm OM^ fvcYf ' ^ 







^ II 13 Iff \7 

rwc& I f — I — j — I 



Can exAGoeRYm 

AS MUCH 4sr Um INDi^PRAWIHQ 
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TvvoS 



Po/’ 

,>=)SoM 
T T?9 



A OHl= - 

'ThtCmmA^ltieSAAi^ 
AS ^n-it /mts^ wc>s ' 



AGAIN ACC^r^^l 
^s F(=t:r- L(K^jAAf£-/-s:r/?/e 
swccfc a-ii* ITS At/a^y on 



Soup wo^im& Foi^aiu\s - s^r\A/uCAN iNVuNWF- 




UF^ TAt<u OHU Tf//ir M-S7B 

jZi'-sroK^A Foav ( h 




/ 3 6' 

PC^N I I 

0/VTwcS ' ' 



S.^8 9 /o 

j.lj.l..,_l — ^ — j 

6 c3o iJp (>y 



// 



-#,e g.yps 
MOUTH 
OUPSEP 
UNTtU%e. 

ACCENT 1 9 




N /S /S'/7/9 
J.„ j — 

wm CA/ TTiJOS 
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Now f'MKB n Kmt>OfA WQBIS TA}<£ . 
W^'iO ^0^ Hi€ eHAI0^ $Uf l?RABilii- Umt> 

mm- siAB to mw ir 'squm&>' 

OH tr^ WAY up TO ^U. 



PoPiiiiHm> 

SHAPf, 

2 «j /nafw 

0HA(I 




OOy^M TWOS 



C-OtMG up Of / 



SACK PoWW ai TtVoS^ 



MAVeT /TS 
Cj^fATm 
StfOWWQ IT 
Jtfis WAY - 






5 : 




MAKB 6 
KAVOLiP-iMO 





II 

-4 



/I 



/? lA.rN 



I 






,J 











shoui-on Y wopTY ABcur p(STctiT^t> ppAwms Op. nm^, 
PiY^AmiOH HA^TTmim P/S 7 D( 57 ]=P FRmm. 



mr WT ^Hoiipo whati^o op&ihap yopum^ of a chafact^i is - 

An? not strfich coMp^'s FomFrma wis vouiMF-soimrt^e.cf{AmT[0^ 

CHANO^ OV0ZA0 

MHO KAHL- S4/P/ " / HF0^ ihe ^AMF AMOUNT OF AAmT IN A TAKF ■' 



Bur AT CAH 

fu&H tTApOoHO 
Tmmp - 
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CHOUI-DMT Sg AFRAii> OF PISTOR-TIOH /N "fee INW^iePjLCFAN ACTfOM ■ 

OU^ Pm^t^ mfliGim may U>oK R^IFY OHFY /? 7 Sf 7 ?OAS- 

\M^ F=m^1kePI&t>RT(Of^ WlTFiH ^J^THAlt W PAT COUNTS. 

THeRF /S WtPt> QiSrORTiCH 3nc( i-gi/V //V i^V^ACTICH W WF CAM GO FuaH^— 



Gom ocm 

INTO AW 
ANpCAPAnCM 
youQ FxmF 

T/ilQ - 




antic. 




ih 0PiFy 
<GO^ JAPAN 
A'S %£ IFSS. 

smp ~ 



Bur PFT^ £to/w\gh ar&k 

foKju^T 7. OR s Himes' or 4 Hmm 






SPN-Y 

^tay& m 



AS' we 

accsw r op 

•%e e^4Y 
<ac^ 

PC?WN 
pfaAY 

tr F,s CPF 

'iftt sroMrNUi Gcfs. towN 
Gtme- iNr02mo Srp.prci-t 
■3cJ COMFP^ICN. 




&euy CAivti^ 

IJFAS He 

etAPT&TO 

CcMt? PoNN- 




-fit tis^p COiUPGo UP A&fiie FP&i eC' DONH 

WHfC4i IS AN ANTICIMT/OM OF AN ANTlCiPAtia^i 



FBer 

CcitlP 

FPPAL' 



AFTi^Niit HfiA.0 dfA Bopy AAye 

&F7nF?i1it.ARMS Com>MOVEJMO 
A fiA'SFtON To TAKFikt (-NRTF 

oAFFm HoU>. 



AWrc, 

Tkt 




/■/EAO 
i~eA0S - 
Apt- 

roi-LCWS 




Ttfis. IS HOW TfxAvh^y P/d his iwipp, crazy tahf^ - p.xmoiN<s ch a Sfri^ of (bMiOoiio AO jchS' 
pHpNfm c?Fr^:jiisr a frm.bs Amp'- a gfru^ cF/cncHs cmuLAmvH rbsuav 
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AQT hap A p^v/cf hands at%>bho ofataK^,' 

WHICH LOTS OFAN/MATC?f?S tlVU^FH'- 

A FTF^ 1kt OAKF, WHFRF HfS OOMlNO BACK lO NORMAD (iF' WFHA^F TfMe- FoF. /r) 

MAKF AN FHA^ORAm FmR^i -OH - WKN FASl 



iHeAm^ EACH 
S^iHG AFOaHP 
IH A CiRCi-F 
OOUNTFRjm 
EACH omei^ ■ 




they can maff 

A ftGuF^ 8 
4S KWfi 7HEV 

C.OUNmR 
EACH other ■ 



'The^ Left Am POFSirie S4A!^ Bmv- BursfAKTS lat^ ccuNtekb iv 





AWOTHeR umF RKFimMFHT- -tit Am COALO KBFP KHCCFINC HK hat C fFaJON AGAIN" 



Kind of 
CHaPI-iN ESQuE, , . 



WBL> NEFP 
A N\/HtMONi 
OF I2. Fi^ms 
FoFlHiS STUFF 





OTHHCAm 

Ccms. up 

'iiA^ FNOCFO 
-%tHAT7Li 
OTHER- WAY 

-ORFiOSlT 
BACK ON, 

HIL FmjCoUFP 
ffpAf iNiTteAi^^ 
-FNPLBSS VARJAT/oHS 
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frb A 0COP lom Id ^x>K fot ^ msA 

i<^fk s/^y A MAN scm^wim ourp^^(^ whAAAAAat?H 




win po ikt 70B OK ■* sun^ik pooh n>K. Anom^ s^kpcwh - AHonmR, 

^^iVON. IfiArWn If C^fVB US /*^£ VrTAUTy- 




Bo we i-COK WHA'W^ CAN i^s MOH& ONmCe OF SHAP0 WtfNtH '%'e ACHoH' 

i^k Fur IN anotnff. om^ kaw him mxw wp 8m>m itoc. vam/ ANvciFm:^ - 
A&NH . We AMmpAW ih^ MfiCtF/mC^^ 




MAYBe M'efee m oaho^ of c^^ANtMAm^ - OF oiipm'iue m-y - Sur its 

always: WOFTN S^/V6 IFTH0^ ANOIN0Z fOSiT/ON lt> 

cFmF cxottm^- Mem CNAme wiwih. (jmn^ -lue^eemn^ me^iiNSrtT.) 
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HAm<S Too MUCH AMVClFmOi CAM COW SOM£rm^ dJ TAKB^ UNS/BC^A^Y 

JUQTTO coitmiocr AU^ 7ms UP.POWH ABCUNtoACOal, OI^B 0 rilt.^WMGW 

TAh^ i'Y 0 BVBiz WAS //V ;4 f/M wm msiL mnscM as -/^e viu-nm. 

mA smack critic CiMetAMjOPB sc/?^ BBmGNBM (HfiXAmtCH 

BY AH Ait>& WmCH S/^cXKS Hm . 



uxf^ OF ACTION BBHm ffiM AWi/Ho H/M WHICH COULD p0LScr w(A AfimnaM , 

Vet ms ThmjmFS Pimroim at You. hf hafply moy^ any P(Stmc& atall^y^ 

You f^AU-Y ir! no AN 71 CIPA 770 H PCWH ^ NO ^/F^fCH0> ACC0^V ?AR.7' 

ofthf f&a^h wfs^ ;r /s mcAusp ms hbap i& Fmim m ih^ MUPPLe cf tu^ 

( 1 ^£ 'sAcmY cmBAL oval) his h&^ MAm. a shcft, skakp mcmb up, Turn cmfoHs back a m 







ike. 3C0S UP TO^A (Tke,A<iii&iT) 

CHSWlOA/S SACKTo^n if/ A W/2W Hou>. 
7fie tms,th0/^ /s Srm^ i^om wrm a 
C uSf4iOf{ ^ACK. , J 

© Z 3 

]1 






cuSHm ucr~i 



So I IT WB t)TFlNBA TAKb A S7jED/V(3 Mc>Vm0iT TO SHOVYSU(BmS0 OF. fi^^OflOH , 
SciCCfBPBP wmair Au. CUIt ANIAMtIOH P^/C£S. HCMBISI u^bful thbyabsto us, 

UTB tx>^h't fOLLOM ou^oouymmr ahimavch TomuiJS>. (au^r m uvb ac^ica^^ 




<Sm(HG ACC^TS WKr WAS Tk^THtHG THAT (BAYB HD^XT^SLB /HAM/MAT/HS. 
I ^AUY HAP TO WOR.KAT}r- IF (fWAS A SCFT AcC^T WftH A HBAD OP A BODY 'OP 
A SHAPP, HAPP 

W 



ACCENT OTA HAND 
OP FIHGBR . 

- fLUS How LCAKB 
TO HOLD A 
HAND Ol/TTHmB 

ToPfAP? 



* Cphs 






+. * / sec. 



TFN Tb pomr H- 77M^ tH A Sbcono ~ 4 AOCeiVTS, 

ifs PReny hafotoLo. 4 holo^ of 

& f&AM^ BACH 'AHO HOW PO YOU 6FT FBOlA 
ONB TO ih^ crnm.? ANYWAY, i'VB fOJNp THAT 
You Nm> Arim>r t> AKYA<xm: 



tbk Avmi SAVs ns sfbambs, . You 

Hm^ A MINIMUM OF 5 FPAMm 10 BFMO 

A Hod. tWs. ^ff tvEvrso fast 

TUAf i 60 ^ IT WOPNS AS mouCH OF 

A FAim }NiiiC come r of aulfhat 
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FmUY / OH- /S K(MC> OF S/MPA'^i ITV JUST 

^^rvHF rk^ DiFf^mio^ s^mA mp Aczmr^J a Acc^Hr- 













Tf^ ^ fbiHt m<u.i map 
^ youilt FlHQmy "To 
0OMCeSACKi C^GO UP 

oe com at’^m^A en: 
If nyoN’t Stay swr/c. 



£ 

^ik) A 



SOFT 



ACO0-MT KBBF'B 014 OOlH 







IF m Fb/HT MO^ 
G0Wi HMP 
wiiA cjAsum ^ 
IT To A St>R 



WITH- A FARt> ACCmr - 

IF W0 HIT AH MVIC WFH A SmC HAMM^, itic AMVfL /S OBVmSCY MOT AfFffTT^P 
T^e HAtAMSF W \mH 0H itfc HA/m^ ODM£^ lOWH ir BOuMO^ Back. 




THIS %OUNC^ SACK 
KHieAQC0Yr. 

-rh& sauNp ;c Hei<B. 
! Fim0 Amwz i^Hir 



S>A^FW>THA 



coAfmirr 

FOP- I FRA{A0 



8oUfi<^ SiOW'S JH7C> A^iJ>) 



HlTTfUS( A mtL - T^e AQC^T /S AOT lAmi mMM0i ComAC^ 'ivL NAIL . , 





N OT B/£N m^ONE. 



Sa/Mt> /5 ON 
-TtiL. Borneo &Y2K 
~ OHF Fmm AFYWZ 

-fkt coMtac-z 



(7S fiffs ONE. 




A SOFT Aeemr WiPFK^OHGO/NG 

Think of ah c^c^^rm 

coHoiAOioR. coHmtenm- 

WAFrX Hl^PO- 




IYF I^Fl The. AcQ^ T 




OH 

mr 

Acc&m 
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our 



PUT 

AQ££Nr 



A HAiZD ACCmr BACK 









A M, AH BOlHTlfiGf 
FtHQ^E 
mPHATiQAUy- 



go/^aAfe js^eK 

4 - 



(^Amou&H Bomitim a HA/SpACjTON stops AS^Pny-'CRA&AS^P/lYAiS rrCAHj 



ON^S 




THJHK OF 



F^ur 

Atmr 



A WAirz. 



ik^Axmr 

OH^& 





ihi 








11 ] 











A soFTAccmr crntm^ 



■ niMgTn a wiLi.1 u- 




<^o(H<B- Out 

p. 



Fm 
Accmj 



IHTO Buritie. MO'/FM0ir COHVMU^ . 
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3 57? 



Af^ ^pm>m 
Our ji 




-tm ^mc^ 

/ S ^7<f 

4 



TAm ’^mom ^Hoarif^- pi£PiAo^it€ goh ft>n mcr 







/} n 







OM 

titoS 



O 

i- 




■3 



7)97 S 



t fTKHV /j^ 



~1 






W0Gf0Ti1ie Somc> orih'e. SHor/^ ike. QlN pops, s^ 

W fTPcur My ~iff0<i sicofv^ ^/c^to ho^amu 

3 



BOat^ BA2i<. 70 

opiStm^ Po^moH 








A ^^OfT A02&ir 

ih BB mP^Y 7t?-^ 



A HMoAocmr 



\V 



W-MY 




TAHAY 



u 



cmio^^ ^oFf 



// 




I 



17 



AS 



iss 7 q 1^ /3 /B ^7 17 'i.\i%7t 1 ^ 



'(m 



1 (. 




\ ! 








1 


"T 

" ; 1 








> ^ 7 



tj t| /f /s 

k4h- 



0OO(^ ^AX 
^ 



7^mr 

1 AOC^ 



$ur UMiJUY 

Af&mmup 

^t>IALO^0' 
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TIMING, STAGGERS, WAVE AND WHIP 



W^HAVE-rh^MlT THATCAf^ W MOST WnUVMB. 

poMT X? No^ML nm. Wb can go roo B4sr-To gbt ^?a^t\o 

^ FRAkTIQ ACnvin- OR. SO TOO S/- 01 V W 6^ S^miY DiGNiTy: 

y^pS Ago a SCi^NUST FiZcGNIR CFMIHE OMOW^O mg FIL-M^ RF MAt>S ABOUN 
WOfiL t> OF M^N ANIMALS - NONB OF /t^FOT AT NOPa^IAL OP0p!>. iT V'/A^ AU. 
iHr^HTiOHAALV FILMRO Too FAST OF 750 S/^iV. FF HAP FI^PRAFTO KONHiNG 
UKF A'MCB 3v«3 V/CB PFOppF M RBU&OU^ RITUAL^ FAClHG AFjDUHD AS tF 

FiAMIHGtAB, PFOFUB Ki^lHG IH SMDYf MOTION^ FXl^ AF7FR. AM HOUMCFTH!^ 

VOUF /AIMP TU'RNGO IN^IOB OUT— QfVihiG A KtNP OF GOt>S FiR V/^l/V <OF LIF0. 

AOrtOH- 

TfiFP^ IVAS A ^HOr or A 71EAMP ON A FARM mHCH /P/TTm A MATOl^TtCH (M HIS MB 
IT t,YAS FIU^FP Sp^Hny IM SAOM MOWN^ SO S2 Fm/ABS A SgCONP. AS 

FIPpl-fp With lk^ match^ch you Sf^w tittf RiPfaimg of phbasuPb 

SFRFAP Acm^s: mx FACIS WHICH YOU WOULP Mbybr. At nosmah qrffp. 
"STRA HGB ( But COM pu RSiVB vm Wim . 

SmCF THFN Hvf AlM/A^fS TRIPO To ATOID NOPMAT TIMING. ! Af-WAV^ TZ1 TO GO 

JUST A Birri-F Too fast W THFH Switch To GoiMejuSTA TITTTB Too SHOW — 
ComiNB IT GO FOP ike CHANGE, Tk& Com/ST Th^ SpoW AGAlMST fPe FAST 
KFFP switching bach FORTH' T^ HARP To tmpCT ^urmFPS OmFumF VimfUG. 



■•X>*/TTV |M*« 



ji A-> j r J ■ m a 







STAGGFfZ r//M/A/G<S 



.y 



mHKf IkM 'janjUMHI 



-THFHf APF SBWiZAl- l/VAV'^ To STAGGFF AGAtVW<30 EACH FORTH To CADSF THINGS 
TO SHAKF Op vmCATH, To MAKB HMIPS TTFA^BaF OP HpLp nuH kMIGHiNG oRCRyf/m, 

WB MAKE A SFFtpS OF DRAW I NBC OF WOTMAl AQTION INTFFpFAVF TH0A 
RACK %u.d FORTH IN PiFFFjPpNT WAVS Ka MAKF THBM FHUbDBR W SHAKB. 
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Fom of m^voH /s - 



6A/ m WMT 

A Um^OMAT^ 

To Ti'iArrTR' 

/A/1^elV//YP,- 




^/ W ^9 A^ilsc 2- ^KTMfS 3^ l/V^^ J«27-M4K£ 7 £C?«A/- /Aj S^TIY^S 



+ 






Tneu ^vWiSV k/f 0^/?3 Se 

IT OH 0\MI X- SWFF7S 
//VST^P OF'/Se ySWA/*' 



.a 



9 



Aa/p WF'/^WOTA/M/T^ 

■T& JUST TWAr rae 

HOI^D 50/MF WR -ZORN'S 

FSW0S cwFies 
/rt M ERRATIC 
IT P 0 Fimc^ ADw Vfcmr 
mnr it to s& 



/ 



^4" 



- SK/P OA/£ 3wt} (SO 
F’O/^^VA^ TH^N 

Com gACK dc^- 



:±. 



OR ^KlR 
AfiDWA/£> 
FbkAMORS 

viot-mr 

FfFKJr 






W^T?CWS A^O 
WORK 

ONTWOS^i ' 



7 



a 






2 , 

9 






Ts 

~H" 



/ 









3 






r- 



Twy cofdSmno/^ 04 a/ vyoPK. 
TP/s /s iu^pmapis 

OF BrAQQ^m> BXPa^UPB^ 

^ 






8 



hHcm^ W- 

A P/I//WO aiAiEp yiBPAriHG AFT^ 1kt^ L0T IT-- 




W0MAKS. ^ /7 



/Ts suRpmiHc HOW m m\ you 

CMJ RFp^rm^H w, ^ITo^Fiz,, 
AHi> wfm ir 7 & A Stop 



;7 

2. 

■S 

/g 

4 - 

14 
•"~5 

II • ~ • • • ■'■■I 

15 

/ 2 - 

7 

// 

S 

JO 

9 

e^. 






OF Go«^2Sg iV^CAW Aia/<S 
MOEF FmiBP^ 
pc^rnoHs. w\rnm pi&- 




eariT 
WlUi^ WORK well- 
mtrH 0 :fi WAy 



r iUa S//SPAMS /HOSr 
A/V/MA75i&S FOR hack OF - 

A A'AMF / OAU- /r V^P DOJVA/ ' 

OF ^SAC^ FOROi' vibration. 
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Tm CAM I=dR. ^HmRlItS- fV/tW COU>: 




Y^(j0r A YA^my of ^PACJH& lfl%.ACriOt^^ 



-Tti^ FRo$l.m THIS mm\> fs. mr irm(ps ro a Bit m^haa/cai^~ 
Wr cou}j:> br^k tr up &v PoiMe'mPR FA^m Fo^rnoN^ wim/M m 



^irr GBmr i^h^ohb, hofmh at 

i<m pabb(^ ^Homp IT TO m hfm G!X ir .fbo^a -5M44'!4$ Guume y^ho <^iTfPciA 

FFRmsoH. FOR. MCK OF A AAMF, /k OAUF(M& IT 



I I d l li H H ^ ■ 1 1 1 J W ■ M ■ 1 1 1 Ph I ^»P I T ™ jfl I ^ ^ f MITT imil^M 

(^ ~tt{e ^lOF TO S/OE VIBBAVOH FOfBMULA 

■■ I J' ^ > ■" I it llfc Mil ll*liMI l■lrilllllll I ~ *** 



S4V WF WAN1VI> 1d HAYF 

A hfap> wobble from 

SfPF lO &!!>B 

WF MARF A ^FBIFS 
OF PEAW/yOS FBM 

! -h s^y, 3S - 



AMt> WFGFT 
A Sll>FX>BibB 
YiOBSiB BY 
ffAW/VO Z mips 

OF Act m, 

2- ?m&HO 

OFACFCH 





I7 





I7A 

WF 

urn/ 



TtfFM Wf MAKB a CAf^L 
mAa^ oF^f A32 
Just sim&twy OFf^n- 

■Md WE MAH^ A MEW SfiSV^ 
OF Pfei, W/MSS ^ I AT:> 33 a 

<aoiMe- up y^ecwee s/dh- 



/ 



/A 



A4 



5A 



4 



4-A 






4 



(34 



T 



7A 



3 



BA 

£fc. 



GlY^ MS A4P K/AliiS OF nOB^lBfUVFS 

FOF^ ViBiCAriMG ACTlOH. 
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lUFAl^y- 




Km HA^(6 AMmr^ AacmB WI-IbFb 1 ^£ CHA^CJ^ HAO am "" £A^QiiAI^^^ mmVOH 

(StOlk^G UF Hi^ SOpy FFOM If is T0£^^ 7D H!% H/S mcH, i/s m IF It sK<^'i 

IT l-fp£/<3 L(KB W/S'* 



■s^Kiet 
/ '/S) ^ 





fmsi<s \ 
' W/crAy ! 
ion-mcs 

y 

OA/^y 



S'/tY YYAA/r 
,4/V 

FAiSfiyQ 
IN TFIOMPH 
OR. IN 

ymmiMQ 

A& // 

QOBt aR^ 




Cano of coumsb wb can sb Mom invbntn& with odb. pA^tm f^inotis W sp^kpow^ wown h AcnoH 




(3q basically irk J/^Sf 7V/0 se&es OFPRAwm^ PONB mhNTpKl-FAVFD WITH 

bacn O7M0K - (^imQ 0NRi^ OF mseLsp^ juoom^ qchv0^ &vk) tmKFt. 
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A f&A 



HMD pi^wBS mtp ro^miip 




Ofu-y r&R one. ffwce 
PMCe Uie SoaHb cWfflSW 
APT^ Tht S/Wft 



iht^rhfc^ 

f?Sl/^(ES OK 

pcm£ 




wmACnoH 




SAm Kimo of lym a ? ihMip but wnHcur Ike. ^mP 

US8>' EXAMPLE t 
A /MA/V sSH///V 5 S/A/cS tPA/ A RO?B " 

kmoim 

IK ^W/Y 
-/Cie, RpF^ WOUiJ> 

S 0 PHLI^P SflSAI&fT 

OFifi&MAU- 



cr course/ 
/rU- 

Arm^ !EWO. 









■^cl COM/(^$ACJ<- 
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CM ON 1l\-t NAM M9W/.T CF U CAI^ON^ a 8^ iFVIldN AMlMATEP A WONPBf^L 

N-rniF NA.UGH C)Nr(NY'TtM, Ar PihlHNfC I PmopiMlNcS -ike Wm / ^ITIB'P 

ON mm H(s laugn h^'d juM pom^. Abf SAiP.'-'weu^jM &lap 

TWAf VeA^S AGO KPN HAR-(^.^ SROWnO M£ THAT \NHlP PRINOPM AP A PATtf^PH fc^A i-AU6M. 
^WHAT* PHOWMP, SHOApApl^^H- StiAM'SLPP SACK TbTfic. SJVP(0 ^ Aif ^OMPTHlPG 




WAT~S WHAT YOU PIP C>H TlPY Tim ? 

y^Hf You KNOW^ tte WHIP action - L\KS 




AB0S PAUOhl IP OH -pAe N&cr FAGP (h iMCUTOm IT TO 'Gm/Y JVSr HOW ‘PUSCY 
THPOF ^AOiC THimS CAN S£ UPpO> The. moUlOPP^GO UP POlThi WnHlPP'hz. 
LMBH '^c) YOU CAN JUPf AEOUT ^F0The. UJHtp PA1MR.N PMPPRP/II^ ikt ACTION, 
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DIALOGUE 

!MA<SilNB A WA/^/£WMf MAH lAU<lHG To A AOMAA/ ^ THI^ WHAT HB SAVS: 




IT LOOH£ UKS HB^S. LO\/B Vaj'^PO^HT IT? 

HBkmr, HBSSAytH<5/'BH^PHANT JUICEf' 

(^my /(' y&Kizoi^ pau&htbr. Bizou&Hr -this hom^ f^m sc^oof^ 

TRY IT. IT i Hl^U^VtAT^ il& rolHT TH/B vVg VONTHAVF ^TAHpABPISeP MOUTH 
roB BVBBY coHsomnr Oi^b aRf YU- t>ifT^0&(r 

■3W m aspiHm viFFBmn.y. Thbi^ no ser wayto nm mmimi. i^rrmnS 
voiA®.s-1tie kbo^ , jmCAReeY, mffS. His NouTH PipFBiieHnY QimN. 

Of COJRO^ AU. Cuiz OFBM FOR. %o. YOWfIZ A T U. AY ^ BB, BYB, OB , YOO. ^ 

AHP TH0 CTCRB fORlhe. COH^HAt^TS ^/AAT/ F, T, Y (^SFF, mTfF,0F, 

AHP Tvb'TOHGUB is. UP SBHIHB 'IkeT^TH foZ HT/ T(rmim 

Ear 4 ux orite. fvsmoNR in rbat bifbarb amsiyalbyT'^ ihpivioual. 
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HOW NOT To t>0 we* 



I H At> AN mHUSl/^TfC bt r^AO\m wifAA WIDf^yVlOWW 

FMIT CF VFPi AAR&F T^FfH OFF EV meHT HIPSTiCK. 

Tnftt mmm hai> ah ^amo up s^:)wpy 

^0 ' A/UA/A/'S00 ' AVr^hl : 

' /Moo VAH SULP 
MOO VAH Bull p/p^ss’S'^5, 

AIZB. THUH \/EHFB0 SEH^^^T P/PSSS 
TOO TaWK ANNNP SSSWQ W/THTHlfif 

foiHowEP sy- 

OfOOOP MOHIPflNN IN<3 Too Vooo, 

<0000 p mohhbnning tx> yooo- 

\Ai 0 m OPL INN OWBB PPAyySpTX 
WITH 'SSUNN^H^VeNFP FAYSSBZZ. 

OHHH, THf^^S /ZZ WUH WAVBB 

TOO srAHmr ahh nbbyoo payeb/^ 

somriME^ sHEo HAVE fj^ s/r W ^av '"p - (pun] poa a M/Hcrm 

l KiNP OF ENJOVEP HBARlNQ Ik^PITTUB BKpPO^lOf^S OF AIR. 

PBOpLF PONT TAU< UKF THIS ( 

WB BMUCGf P/20M O/V0 WO HP S/fAPP Tolh^OTHBR. 

■7^0 animators CAIPFP if 








FHRABtHG. 



PIKF (N/IAU^IO ' You ^MUbGFOYElZA FAQTCai^PlFX PA^AOF H irrm JU^T 1h mW 
TiHN&E "You PONT HAVE TO MAOHNE GOM BVEI^/ NOTE EQUAUT-YOU 8 IMR IT 

WHEN WF SPPAK WF POiV APR TICK YOO PATEN EVm LITTPF Cip AH miP 
PmH PETTER pop ^OME fFOPPE HAPPPY MOVE THEiP UPS WHEN THEY TALK. 



Tht^ THING R To THINK OF ike. WOHPS, WORO SHAP^ W FHPASES -NOTOF lETfFBS. 
OUZ MOUfNS APE App P/FFERENT 

MOST PEOPlE HAVE EEHERikt TOP -T^e B.OrrON\ TEETH ARE 

TeeH-I ViSIElE Ai OSr OF%e.TlM£' fGu FeATVREP /HOST OFiktUTIME. 
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fuN iw HAP wm UP sy?vc so par- h/a^ w/tp vimcpht priced vacu-' 

K0em^E HP Ha\i> such a iaokiub paq^, mm ) Jaa^ w rHROAr. 

fern T^e HP LCOKBO A.? YOUb EYPBUt, RUT WARM HE TORNEP ToM fPP>HT HB UDHEP U'HEA F(SH, 



j-'- 




H0UO JUeHABO' 
Hm a FREHm 
Mot^srue . 



m.- - u 




i I 



\\ 



ViAK:mFR mtnsr rou:> hiaa he 

HM> A Gfmr voice kox- which 

(^EUmiHAT AWFlJllHHf PJCH 

WE Am CAL Voice, 

•nOt that 

mOE A/AS <S‘0 ELASPO THAT 
WP. A become OE mo , CktidP 

rmH womc feature . 



iO 

If 



; 



1 L 




SCFH 







ATO/EE, 
ALFiN ONE 
S£/vre/voEr 



AA/P becmce he sPEmu our his p/ahogue 

You HAP Hit. FI ME to ARriCUlArE AIH-Ho POf^, CpAOHL^f ^U)W VOWELS COHCOlYAIVrS. 
[Llf^ EElhlE RACK IN GRAEES/x^ YOH COULP OVElZAhUmTB IT >J \T STILL LCOKEp HAToRAL. 

AWO^WV WE have TO hole POWH 0U(L MOUTH ACTION^ UML^S WL'PE StVUVHG OR SiHGiHG. 
'Tie. ffAFOROAHT COHSOHAHTS A^iTte. CLOSEP MOHW OWES - 




IM OEPEE To Pmu TkFHE PO&ITIOMS WE N^P AT Lm^T TWO FRAM^ , ONE ISMT ENOUBH. 
(lE WE VOhfr make these FOSmON^ iUt VOWEL THAT FOLLOWS WILL SE V/T/ATEP^) 
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fvLGoop oe/sp mu:^u^ 'm ^houu> _^P into ouR- vowbls- [no 

pony cumoH INTO /r* cushion sack AFrm Accmo far it bio^ im Ccpt^n iz 

HlTTk'^ PfALOOOB AOtenT- k- A 




Take fk^ won> vs bolt^ with -mo yowei^ - Hirike, fussx vomL mFOER rmihoA 




A^AlMf IF someone SAV^ a B.COAP vowel like Ngy !^ or 

OONY ease into -fie, VOW 0 P FifiOM Hie. WITH ^El/EFAE PEAWINS^. 



L 0. 







=r very MU^fiV SCPT ^ 

Ar>\ofJ<S. MUMfOFZX 
OF f mrifSAU. I 
A BtrSQPn^^ 




PGSE TiSe MIDIXE POSmOHS. 

W 



CoMf/egss 



smoF zmr uno ir get mucu more vitautY. 



^ ooNT FbRaer 
To ZXSrgND He 
FACE - StRETOI It 



A FREVAmr FAULT IF t>iAU)6{j0 IS -mtiuBcmM oFike. POENrsrmw^-J cmp^ &am, 

WHICH MAKES OUL AN/MAVOH STIfT STILT0C. 
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To isG^rrm worn Hor fm /NP/iz/Dmit^rsas 

ID5A IS NOT to &^roO AWB - GBTitt ^HAP^CFittt WO^ /MAK^ m SSF I'V 
SEU02T I^W^TAHT S^-c^ AVOil> fMPP/N(5 AMmTf/^ UflUTMI^G. 



Acro^ FiTtiHQ P!AMo^ o\/F^ f^fSN f(m Mirc^p^ii,€ AccFHis ^ stoss fAiUiF um 
M4TCP 'ftte. FiFSr VOWFL Ar'n}^^TAKT OFUte SFMrmCF t^l:^AQ:m^CFlie.^HTet€:F-- 
3W WHAT^ /A' SF 1 WFFF WILL WC&< (cl^-TRih to woek) 



Tfink of it rn is my - 



lAKF fk& wq^'^^FoZtuh/' 



\ 



VOMT iV TH(B - 



PO THIS' 

jzisr ti-s^ a PosiTioHs. 
Go »' 

'/C) - 



i * A ^ ff 

HBUO - 
S 4 /We miHG ' 



/Aiew/V 





irrwicB, 



■< 





BOli- IT DOa!M So /j^' kimplf. 







Q = poA/r offi^ it rwa 



Go 5rm\B(rr ffof\ 

OHB'to-rk^On-lBF- 









CAwV m Birem- iH RFAmQ oue ^utn> tfaok. 

/s /vcr a cm /5 '■ /t^ 



/f /Vcr.* 

O/W 

M eM Of! F£B 

tlNi^fSB TfFT'l^ €/f<l3itt& 
^MSM- OA-BFFSF 

frk 

f>pew 




3 \ 


“V ^ 




\NFVCMT 


\ 

\ 


A 




/W/MAT£ 


0 


^ A1 

^1 1 


PSB 






J 


S/AS’iLE' 


-A 


(NTUiS CA%B 




\/OlY^U 
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i},t. UPPpR. ANCHOR!^ Tc> ike^ SkUU^ W Co i^fOT MiMAT0 ^ 7^/e- 

'UC^bR JAW^ Aonoi^ /S .VtOT-/ UPu^POW^^ -"WITH -fu^ UPS, ToH&Uf TOBM(H3r iU^ 









Wl^g R ihe roilGUP IH OUR. ToH<3U0^ WCRR SO FA^Tf THATlfS 

^T^Sr UP OP jUSr tOWH^N^m W POI/IB (of coo/m ir PAi^m) 




UMCHi 




lS,Hr TH&S0A S 4 /^<?' 
Hkt ToHGOe WU6H5 

NOW/NiS-^ 

y^r^Fgwofi^ 

C/W HOU> If - f 



L- £ /WlOA/ 

■romo& UP on V Dovm ouTUnfct fBAm 



7^fe TOUOOP HooKFP oh ikt, SACK Of^k^ lOWPR £AW 9nv^ /§ MOT fUOATIM^ AROONU W LIlABO 
OR STUCK m ike 'TmcAt APSo TmjwH^ ^ Tfm AmrmsBsR. , Be coAi^isrpHr ASoirr 



c 



, SOMe A WFuUW FUHHY miPP Bmo POHB THm VATS ’WHPRP TH^ JUST 

H0U-^ A CARTCOH - HAV0 ITBFA CACTCOH^ AMP1H0 THGAT The TPm AS, RuBBSi 



du^ POP fmA 

THIS G ^ 





TO CO, < TO f\ 

ms ^ ^ ^ 

V — A 






j 




/ 



m vAuo \ 

/ C 5 PT 6 A/ 

( fiMouS'- 
SUT KOT WHAT 

\ about 



\ Hmp. 



! 



/ 



AkCMpR PPi-p- wp^SAiu we himp at imart o pumm tz > ReATy mfOKXAHr oohsohahts 

um AAfB, P, f, V oerfoRW) if H/fwr,ffte v/pw&b wof^rSm in 



10 CWikt^oOHO 
R0H>WO WPOkp/ 
HAV^ONF FCAMB 
INPICATFP F^ 
AH h"'' SOUMp - 

' ITS A/DT motm. 




P 0 we stfal 

irfROIAfkt. 

p^emoim 

^OlUND - 

(£lVe irAHGtMBRr- 
eXfKA fraMb 
IN PTRON ToF/r 
To nmiSTFE' 




BeCMSB 

weHeeP 

To Hlfikz. 
mcowuwor 

” y " voweu 
one NOSe. 
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»i ^11 






Ffcru^ ^YNO 



■ 1 ^1 will ^ N I . 1^1 



Tm Sg/A/(3S itie. Vfol^y RRCSl^ OF'- Vt>m 4A/M/& LSVFF S Wt Oi^ AWM/m 

Pfcrum 0^ FmmAH&^D OFIttc- ^OO^D tACmMOH FRAm m0D OF Ike. 0^ WHFt? 



AhlSW^R.-^ 



roi) I F ^vefc OM TWOS -- 

W /nrom Oaf mr my - 
WORK OHF ARFAO. 



'■cr 


I- / 






J.n-'K 


3 


-I. j 


A- 


/ 


-...S 


Aa~' 


& 


—yyi^ 


T 


\ J 


n 


Y 


9 ' 


A' 


to 





/ 


1 . 1 ■murirTB,^ j , . 
yA=ii:Ai' 




/jjV- 


z 


. / 




/ 


o 


a' A 




/ 


7 


\ .i^- 




y 


9 


/ 





4“ Ft{roi(fiW' i>s^win(s^ ^^^7 






PUT PRAWm 

0H& FRAmAH^D CFIhOM'^SOUNO 

f ^7 V 'pmim { FRm: \ 

( AHm> OF 1h ' y 'SOUMl> ekj 



THF^ {^A CpjPF RUPFOFiyU/m TFAT IT UX>K9 BFlTFfZ W imik^ FFAOim 7 ^ SOUND 

8Y Z FRAtM^, B^CMySF OF 'Tk(^, A pi^0<^£ SfWJO UP WH^ ^OMF ^0' UP 

ikiTiRMlHY YUAT AN mrcP^ AH mTF FVFpfJUiNG Z FRA(/^ AH&D OFiti^QoVHt> 

So 7H0 COULD TW'Sr FlOP IN Itit^RF^ULT'^ Qo PO/AF, 



WPoNO. Ttt^ /S.NTJUS,romRUi£. SCWCTW^ FFvm~ ^VHC WOFH& B.FST- 20MFT« ni 
Bmr^ W/TH'tlt'^ PtCrUPF FRAMF APVAHCFD^ OFm ITf& $Firm z- FPM&5 AfmLp 

TiePf^TAs^) so/wer/M^ rr^ wrmPte picfurf 0 fn s FPm^ ah&^o of 



If You ALmr^AN^wFP, 
z FRm^ Amo'^ 

You c5er a cPazv B^nwrrm 

WH^ Yodj^'fkNKlHO OPFWAY^ 



UdHCFU^ION’ 




4—'' pdAwm 

ANcrih^'WPdAWflS’ 

^ 'm' pm^m 



WHY? 



ihem /s ohfPfH'BwPs ^rw'/s l^fl. Pim'CH'ik^m>uimsti(& (oo% L&^ic/m. 

TjMSr P^R£A/DS what 8O0KS WUm \NFPiA7 WTHiF SO WB 0Fm PmrOHIti^NO^B^ 
op CNF pRAm AHm>^iF irk ooHVBNmr^m/^ iwm, 



iHm WF CMi PON Oi/^T^TS AT AMHCF'fh^ PiOV^ 0$ OPT^ ae,7H;^ 

FRmBD -- PBpmPlN(B, ON WHAT FOOf^ TO US , W£ J-BA&i THINGS WAY. 

IT A4- DBF0t>^ OH Ike- C/MfiAOrse W lyFBCF VOlCB (WPW We'VB VOHB ikt^JoS. 
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-ikt ot.£> mzrm Pirr^HAi^ msicAL Acncm ^ h^ao mo/bs: 3 0^4 p^Mbs AH£A0 

OF 1h^ M0PWLAT70/V — TH£H ikt. MOUTH ACFOf^ OH Hie^HC^B ' Qm A /mn^ 



iF.ON 

OH^' 







f 




j..^" _-=■■ 

^ .. ' 


2^ 




; / :.ir- 




mUACC&ff >C 




4 


3 fTSftAAe: AWS^P 




6 






. 6 


Sck/mp >0Cfflr X 


...^^> . 


7 




/■ / 






^ 1 


f 






to 






U 



!F0H 

TWO^- 





xyy.:- 


V 








40C^ .X 




■"■■■3 


4 FfiAMK ArtSAP 








A / 







jf y 




s<5itwp Aecar X ' 




7 




: 






.. 


^ 9 




■h/ . 








ff 



thfy GeruP Tff^ (os.ixmvi^ ??ae'ft<^A(X£wr 3 ce 4- ikt /vkx/7W cflgfe cm -Ft oouNt>. 



s - 



p«rs/mv - / 





Ac&evr Fcpoffej 
X on WOPHMT 13 M 



pj^vr. 
fAimsm&z, 
THAJ \Tmins ir 
AU- ATOfC0 



MOST OF -fk^TITAF -pto, F0Al> ACC0/T /S UP. 

Q AHTfCipATF POfVA/ 

0 7W^ fmo A3C^ UP 

^ 7HFN A/PS Oiike- VOHFU lit A kOWiS. TtW Wb'i^ fTtmOS) 

Wfcahw ir IN but mostiy /ts go/hs up. ($urtx:>m /s r/^e/ioo-.) 

Any WAY, -m^/S AIM/AYS AH ACOBHr—UML^^ nh AH UTrm^ B0R.1H& PFR^CH 



AT LA^T Youka HOM\e! S Atoms 

-f ^ -f 

vom. \roim- Yoneu 



Hit OHUi A* i/otVifis yihich arf mPYPmfr. Qiu^sz oYFRUk. owe^. 
muir CFpTAiH Atoms m^H spmKiHS W Wf SfuP cm^ ih. 

@) '^WBLL^ AT LA^T. HOMb! 

ir 

‘ B(&ACcmr 

® '"yyBLly Ar LAST Youm nomb!"''" 

S/WAU 

A0£w AOtetr 

Afr'^Ste 4M/W AC3C0/7?. WHAT^ IMpoFTAtTr-' WTiFTHH^ ITS A SOFTo^ HAPt> AOtOiT 

HmAGcm ^: ' MQi Go POWN (pituk) W You Bounce b^ack, 

SOrT Acce^n '"^J^'QOOOo'L <50 POWM (pPUk) ^ CoHTiHOB. 



311 



an ^XAN^Pl^'OF eO£>Y AdVON 

SAY (H&f'''' >P^^UP INTO ^0/ABfH(NS CgO/-fje./^ 

Accpfr 

£^B DCeS iTWfVH 

irt UP A^ ruPM^ TOWA^ ! AHTtCiVAl^ VC^M 

<50^ MP ^sr rv/t'tc AMW Acc^r cn cml^- 
aaso At h^ao A cm^r Dm 

Oi itftbo'- TH^ ONPf muTH AGCSVr /tpso Oi ih e'‘oo f 
SmYU>^^ Ni^AO liPWN^ N[OUrH &CAG,G&UT^ 

ADD To HIT 1k^ ONLY AC^^NV IM ^SNT&NC^. 




■^-I'S WCY^ FttiE, &WW&ID UA\fF S®V fVEN SBTFR iFi^e^fWAO ^ 
LHOu^D^ AOO0/T HAL COM B 3 crT Ffm^ AH&D ofTitCd'MCmAnON, 
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Am rui>E 



MAK^ iu^ Point 'Hi & shot CL&^R wnn body action first, 'P^e.SOP K ATTijVbP shoduo 
F cHO Tk^ PAaAc Amraw. /rt AU- on'R. cftuc^ Bopy fac^ /s 

MORB fMPOETAhIT THAHTh^ PAOVB/ACNT. 

IT Oer fke. BDOV W HRAD IH RlCHf ATTrUDF^ WpCAH AtMOST ^ WnhOfF'Pi&A^MS, 

%t MOUW ACTION CAN GO ON CA^T - THB/ CAn Be TN/NGTo iNoBK Otl. 

Km HARR(Z CAie HB UBAI^BP MOST ASouT UP mc WP&/ HB NAD To AN/me AmPTAN CNA&kOfBR 
WHO HAP NO MOUIH. T HB MBANf HB HAO TO OBfllic mO ACCmC RmT To NAKB IT CON VIM Cm. 

/ N PUHHINO we S tm<B SUBBNB JONT fWB TOO MUCH OpmCN , HON MANY fCR 

ivic cmTeMCB- ^pTifi^ THoamr ? act iroxf^d boil it ponm so//s itSimKb, 

\Ne Cm 0N(Y Pur Om^ONeTHINC at ATiMB. Ou^TA^ WB can only ^YOMBWOeVArATlMB^ iV£ 

CAN ONLY PROJECT t>ie GLOWBB AT A T/MB. %& WHOLB FO^ SHOUIO HO^T(W0>-mTCNe THING, 




ONE BYENING /A/ iSe 70 B I £y/S TALKING ToMILTKAHL ABOUT TUt SuPBiZB MO/TH' 

SHAPES HE ALWAYS GOT IN HiS ANIMATION, HE WATCH BiNGERS Fc^ MOUTH SHAPES 

I Asm>O0 THERE MY SECRET To LIPSYNcP''' 

He lit up. '^^YoU WAHTTk^ SECRET? iUteLLYOU The. OECREf ! YoU KNOW THAT JiM HeN^N 
WITH Hi€ FROG MUPPET? WELL,J4^ A EBNlOSi HE UNPERSTMtC ^METNING THAT PuPPETeBPS. 

MEVBP- Befo^. Here Hecju^r cor a sock w 2 hanp Tnoueh HE Can nbvec. 

MATCH TliZ &OIJMt> BKACTLY, HE DO^ A FAR BETTBR JOB THAN MOST OF US AN/NIAIQRS HUTU AIL 

oukTlchnical ResovAeBS, You watch what he^s pom! progs^sing fk^ acton. 
HES Oom SOMEV^mRE with that frog when mb's talking . 

m^m *** ^ Bill H_ p ^ 

' / LBAPNEP this sack OH^SomOF^^SOuru' when I WT^ie fox SAYfH&ToTkkABBip 
^PAi GOING r A roast YUH, ETC, ETC. / HAROLA MCNEO ikt. MOUTH AT ALL, HE SfmUNQ 
THROUGH HIS TEETH WHEN HE PUSHTO lOPWAJiploWAEDCititPASR/T. HE fPOGR^EQ YoWmS 

Th^ BABSirl I PROOPESSEP it as he spoke uidTMAT^iTic secret SOMEWHERE, 

ANVWHFREf AS You PPEAK. 

WHEN ( GOT evcK TO ^GLANP ! kJASHW IN To KEN HARRIS JuMFeP UP ^ WWK, 

'V VE GOT -rae S01REr! TiE SECRET OF LIP C, Wc i M ILT KAHL TOLD ME Tk^ SECJ^i 



Hen LOOKeP up QulzZlCAiTY. 

"^Tkt Secret! i Bupblep ?Whe secret i& io frogir^s tm AcnoH as you opmci 
Hens eyes roumo heamb^wapd?'' what tx> you think i ve Bm( trying io> tellya? 
Well, Th'O Penny propped CfiwauY) aho i never, looked back, thats it. 
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ACTING 

!M ASA'^^ POUIS , Vf/AT /S LOUIS 

%At^^ IF YOU HAVs-IO Am, YOuAl- HBVeR KHO'PI- 

Bur we APP KMOW about AOnm! VO ItALOPAV. W'eksACnf^G P/fFeReNT FAm 

AL-uiti^ r/M£ . TH-m^ Atue shv^l op in Hfrr, 

Po You AO-T i^t '^AMe WAY WITH YOUR. WlFe/tfU'^BANp/ UM/R AS WH^N ATRAfftC CcP 
?au^ YOU ovm ? of, WfrAI 72te SAA//^ ok WITH Ycaiz eniLOFBH ? wry 

Your, 80^^ ? with CowAORmi^ ? rRm\>? wivu Voufi^^uBomNAreS? youR Bue/wsy? 

we^Ze AOrme Aii^t,vm,Ptmomr on Yk^OmAvoH wpfee \n ^ wokwovui: 

We reor our 17\& personality ArpROFRjAre to what^ f^eQuuspo w oupsituatcn. 

TH£BES: 'tkz.ACnHOBUrAZlAN 
The OM/yp 
1^e StUPeNT 

PJ^PONSiBue ADurr 

T^ie LOVBR 

T^£ 

"rtie CLOWN 

mpAiHmo, mpLY Pm^N 
Yko hunter 

1luo POWeR.-CRAjy MANIAC etc, 

l2(e.mA/G n TO Be AWAPS Cf IT UQb IT TO THiWOCFJo LEVeLCp 

iie ASILITY TO PBOJ0CT iT TPZOUGk OUZ PRAWiNCC OIZ (NVeNTep /MACeC SY 

oertiNO INTO ih. CHAFACT0Z we'm pphcvm^ in%^ CmmoNONZYkE in, 
Knowing wnat it /s ruey want- wpy tnby pyant it — tnaftc act/no. 
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WAHTTOPUT something ClRARUV A PARVeuiAR OiARACT^t-' 

pBplCnoH^ Of WHAT^ GOifiGOH WtrPfti^aHARAa^^ 

DO OkiBrPlHG AT A T/MB BB CR/^AB 

!F WB BrAitt l^JlTf TBAT^ THEM WB CAl^ PBBPbN PbRACRMAMCF AS MUCH 

Am capaeeb of. 

WB (ZeRrAihlPy AEl KNOW ike. BAS/O ^M0T7O^/S. 

ANP WB AAA KNOW ABOUT BBAR 

ORBBP 

HUNGBB 

COUP 

Au^r 

VANITY 

‘OOVB 

W Oaq. NBBP To -^LBBR. 

Knowing its .jurt about how piffbbbnt peoplb hanolb tabm. 
So irk jusr A QubStion Of wiobning oufi BANSF lo AGO0MA\op>ArB morb 

RaNBS - WHICH WB PO NATUPAUA/ %Y C>B^FmWnON BKPB^IFNCF - 

(AN^ having ^ pBVBLOplNG ike- ABlUTV To FldqjFOT IT INTO T^e CHARAC^ 
— WB'm working on. 

Ml AT KAHA ALWAYS SAIP^ I TH/NKYOU JUBT ^ ir. IF YOU HAVF A PROBim 
YOU HAVB TO Pur If OVBR^ GOT TO HAVE A THOBOUGH UNPHRSTANPING OFWflAT 
YOLi'PFAFrBR.- ANPlF YOU KNOW WHAT YOU'RF AFTBIZ - YOU JUBTKFFF AFTBR 
UF ri LA You OFT IF 

ANP, '^ OIVB it a- act of mOUGHT HOW YoKPB going To PO ikn SBSrj&g OF 
furriNG iUjL pBRFomAHCF OHiUe ScFBBN -PurflNe OVFR WHAT YOU HAVF 
TO FuTOVBR/'' 

Got to GBT miPC it\e QHARACUBF^ what PO^ HFfSHFj ir WANT^ 

AMP FVBN iVOPB IMTfP^ING^WHY POBC CHARACTBB WANT? 

WHAT A/Vi i POING VVHY AM j pOiNG IT? 

TUe PbOPAB who m\UW KHOW how to act alp sax '' DONrAOr, 

YOU BFCOMb/^ 

Th& MOV IF Star, GmF Hackman said something likb^ / workukfmap 
AT nfvbk Bbing caught acting. 

ik. Good AcroFS do a pot of b^bapch soik^ PfaphY ThPY'fs 

mCoMFS TiBiC PmLlTY. 
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AOfOFf (S'Alj£>, ' 'S'OVi£ ti)/PM0TlEF 

wro 8FCOMIHQ 1U miCr- g^r A £MALlQI^OuP OFACTOI^^ 

ACFiAWi HYPHOTi^B jkt- AUDfFNCB , 

So -fk'^lDBA fs To FyPHOn^BlUt.mt>mCB^ 

F^K THOMAS US^itii Woeo ^CAPTiVATBf TR-V^HO TO GfPAB 

AUPI^NCB^ attention W hobo (T^ fiOBOF WITH COA^FTHfWG R^AB lHAT 
THBY CAH lOBWrifY WirH/^ 

CoHCBUStOH'^ 

WF TRY TO MAHB IT SO RBAU^ SHPpR-PFAB jmV tfS COMPHBSFB 
YIFWIHQ. WB BXPBRIBMCB iU^ BfAOTlON AAAOHIFV 'th'e- 

!V£ A BW ays BbBN BMBApRA^BO RY ANIHAl^^ t4AWG/N& ABOVHPili& WATpR 
COOBFF TABKIHO ABOur'^HBACriNOf 

irk WBBL KHOWN THAT A HOT OF APTiSTS CAH TABK A TFFIZIFIO P/GHi; 
mr WHBH you SBB iVFiFB PlZAWimS, Ifo a PBAP ONBAYYAY of WHA'T 
THBY'RF PFALLY BIFF. AMP HOW MUCH M<0RB SO WH0N 7HBKS PFAWmOS 
AFFAaUALBW W\OYm<H AFOUMP. You CAN SBB A pFRSON's SrRFNOrHS 
7vd WpAKNFS^eP right AWAY . 

IF WB^IZB a COLO FISH, SUPBRFiCIAL PBFSON OPFIYOTfONAB W^BCF,rHBBE 
(T IS FDR ABB TO SBB ^ SO WB CAN OMBY FXPRFSS OUPSBLVBS AS BBSTWB 
CAN WITH WHAT WB HAVB TO OFFBP mCyriOHABB-Y Tnd TFCUNiCABlY. 

(mh A PBABBY GOOD PPOFFORiOHAL SHOULP SB ASLF To HANOLF A 

WIPB PANQB OF ACTING- MATBRIAI-, IWHATBVEP Hl^/ HER. FWOTONAL 
STATE OF WUNp. 

Thbrbs this <2roev about a amousBv pbpr^cbd man /m OBmA^y 

WHO WENT TO SFBA PSYCWATBiSTi 

Tt\e PSYCHIATPIST SAVS^ YOUVB LQ^TYOUP S0ISB HYMOUP'lfWr-B 
YoUNBBPTO HAVB a BTAU-Y GCOO LAU&H. GOTB^Tu^ClpCM^ -jhhRB^C^ 
THIS, GREAT OBOWN, GPOCK^ T^^PUNNlEQT MAN You'VB BVBR GBBN/ 
ike ANSWER COMBS BACH, I m GROCK. 

FmiK THO/mS, A MAYfFB OF ANIMArim BMPATHY ^ FATHOS, AbWAYS 

CKinciCBp MB (con w.ucr I v£by) For sfbnpinG too much timb on 
spbctaqmbar surrounding animavon W not bnough of Going 

SrRAiQHr FOR ik^ BAACmONAB CBNtRe, 

PART OF f^-Q^ FBASON WAS THAT I FBBT WB WBBBN Y YBT GOOP ENOUGH AT B; 
Go WORK ON rt\'^^''WOBBP^^ OFT-eTIBCB 'Na^ BBAVB'fk'^ HAMBBT 

TibB bast -but FRANKS oRITiOSM IS VABIP^ 
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AHimric^ iUe ^aiit^o makims ' f/Gam^d 

^Bir^ ^,ci F^liK WROTB Me A WO/^O0ZFULe/ m COU0\&tl<(a e^TTBl^ 

mceuPiHG, *' IF VoiA sme ms off, you'll bb a //Fieo. 

/ CARl^BP Fl^MKP LFrr&^ IH MY CHF^T tOCKFTrHFOU&HOUflUe 2-k VFAFS 
OF PBOVUCnoi^ WOUU> BeFmP IT Fvm-Y r/MB TH I NGQ GOT FOuGH. 

WFBM Tk^ F\(0(VF£ CAm OVir VUAS. A ff IT, NOlFltLG FFOM FFAHK. 

O MOHTH& LAlBfl 11^ B I QGFGT PICFVFF OF rk^YBA^. MOWING FBm FjEAMK- 

3 mofYThis. BAreiz. i rJcHg h/m uf 



ti 



fh/f^hk, fts Pick 



/Y 



V- ■ ^ ^,/- 

,,,YFAH , 



FRAiYK, WKLL, WF MAPF IT! Irk A Flp FKAHkI /T^ A Art! 
Yfah.>^ 

i MBAH^ WFLI^ Yie PIP Tk^ $FST WF CDUU> A 

sacK-B^^i momouo!'" 

''"WFLL, I KMOW, FPAMK, ITCOULO HAVF &BBN BBTTBjK ^ SUfWF 
FFALLY WORKFV HAFP W gYBB-YBOPY LOYBS \Tl^'' 

YfAH-'^ 

'' mil , mz ,(M, I OWSSS THAT YOU COULD SAY THAT WF jSAlSBP 
A QlM/ViiCK TO iti^ LBVBL OF A NOVBPfY, BUT I7K A HIT! ''' 

\,..YBAF/" 



// 



OH FPAHK^ I KNOW YOU APWAVC CKlTiCi^B MB BOPl 

Mot QBABBINGTke. AUPibHCb BMCmONAlLV ^ SUT You'VB Got 

lb GKB IT TO MB/ WNbN VILLA^M^ GOING TO KlLLlW 
FABBir BY PIPPING I4IM IMTU^ VAT OF ACBTONE, ALl^HCKft^ 
INili^iyANPIBMCB YBLL/'PONT po iti PONK DO IT!^'^ 

(iom faucb),)\/ wkh thTv had. 



WBll, } mO\M \MHAT FFANK . IN MY PBFBHSB, I BAP 10 PugH V0?Y KrZONGLY 

FOB Some animavom i rxp at fROHT of %&. opening cafioon wmizg 

WB COULP AT LBAST ^pB WHAT iks. BAgBir BQQNBP PKB SBFD^ FBQtAKTbP 
SPOOF NG ABOUND FI KB ACpC^Z: SBTWBgH CMgAUHO &0m bJ A FlgB'^OPK. 

SiUrTHBRgm^ A BBAF OPPOKlVNrry Foz PAFHoS that WBMUSSm. 

'THbRB [VAS a cHot of BDGBR. FirnNe on a OAKB^AOB can in a byck alley 
CZYIHC about what HB THOUGHT iVAS HIS WiFBk INFIPBLitY^ 
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LIK0 GfROCK, I WANTEP TO ^HOW A eOMPlElElA/ PIFFEfiPMT ^{PEOFitt& 

PROFP^tOI^Ai- MASK. I WAhlTKPla AMmATF 
IT MYSELF, 8HT I HAP Tpo MUCH EiSP TS> PQ. V{E HAP A FIHF ipkO AHmAio^ 

mo ms AT iiie.rm vp^y Lomy w / kmbw hp i^e ma/v foF-ike^TC0. 

A Top SXPCariVB CO/K^S in says way, IXCK^ so >JS'0 P&<U-Y 

To po that scene. I SaiP, '^OH no, HTS a superb BPOApANimAToP 

INVENTIVELY FUNNY ^ BKCELLEnT^ Sut I THINK WpONO rOP^THiS SCTNB. 
H-F^ QOTA GP0AT GIRUFRIPNO^ Apk VERY Up NOT Tie FEP^M. FCPTM^YTogf^ 

^ BUT he RpAUy WANTS TO fX> IT, 0(CK^ He^S BEBl PHONlt^ MB UP ABOUT !T/^ 

^but fids wRono - It’ll 8e ok- But it wont have th/^ other sipe to fz 

The OlUEP Guy SHOULP bO I r/^ ''BUT HE’S P/fNO_, To PO IT^. 

/ pOOBik^ ARGUMENT. OUVVOTpp. ffS WRONG , BUT TU FlCTUPE FtBLB 
LIKE A HIT ANYWAY I CANT AFFORD TO BE FfPEP. OF COUASEilt. 
PESULT 1VA5 JUST PIKE ALP Tkt. OmpR. MANIC CCeNES - /Vt/S’5^£P 

HAVING another P MENTION To Tl\t. CHARACTER WHICH WOULD HAVE ON 
A MUCH strong eR E/WOVONAP PULL W ITH T^^ AU.DfENCB. 

WIN SOME, LOSE COME. 

(N AN INTERVIEW IN iPlZ AT Tkt ZAGREB FILM F^IVAL, FRANK THO/HAQ 

Talkbp about a aw never had TALENT Tor entertainment, h e 

IA^4S ONE CFTio BBST ACZISTANTS WE EVER HAD. FE KNEW BVERYTHiNG 
You COU PO TEACH ABOUT MOVEMENT, MOVING The CHARACTER WEIGHT 
PERTH balance mS ALLTH^^ THINGS . HE CouPP DEM THEM LIKE 
ANYTH /NO, BUT HE HAP A VERY WEAK SENSE OF ENTERTAINMENT HE HAP 

A VERY POOR OHOICB OF WHWf TO PO IN ANIMATION — SO A/S ANIMATION 
K/AS APWAYS FLAT IT ALWAYS MO^D N/CEPY, BUT NOSOPY WANTED To LOOK ATI 

MILT KAHL ALWAYS SA/D, A /AATTER OF TTCKtNG Rl&iT THim T> PO 
MAKING UP YOUFPMINP ABOUT ViAT . AND THEN NOT lETriNG ANY OTHER 

ideas interfere with it. Powr let youP main idea Get burjed cup 
inteRfepep with by something epse/^ 

CohCUMSEPH' 

WE THINK ABZJir IT iN The^OVERUPP, JuST AS IF \NR WERF AH ACTOR POm IT 
HOW DO WE DO IT ike. WAY Ta Puf Tie BuSlNFSB OVER ike BeRt? 

Before weakiimate wb figoee out in advance exactly wHArwdpEOomib’PO 

Know where werrooing. in Planning Pock down imrortaht 
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AlZT BASSiTr SAIV> 7HATlti‘e. Q^AT Qt$HOWN&> Fa^~thc^^O'f(Ml~ 

Pomfl '3«3* PA^^IOH IN m WOIS^) SfWT AAVg: WQ-pKIMS OM TIM Y 

THumMAilX. HAt> &V0P^rW MG AU WO0 ^^P Out fH MiNiATUP^ E^fO^ 

,4A/ 1 MATING, pANp il\€. &4P mtlHX $rn.U CAMBOUr JuSr AS ^UtCKlN as an/ma^rs) 

C57&/A4 NAVA\liCKA}^OTOU>AA0f^^TyrNA A yB'BYf VBPY CABBTUL ?i~ANHTP- 



rOHANGM OF 






/ IVA^ VTRy TAKTN WiTP, \MHAT PIS^BV MA^P^ANi/VfATpl^TBACHBF FRldGAROOM 
//AS TO SAY IM TRAHK THOMAS '^d Ol-l'lB JOHNOTOH^ THB lUMOlON OF LiFB 

HB^A(I> m FAFPf AMCHey MOuaF 5//qerS THbY this PRINCIPLE: 

IF You WBPB looking AT A POKTRAT ANP- 

THB SUBJECT GPADUAUY LOmpEO Hl^ BPOWS INTO A FFOWN - ^ 

PAUSEb ^ ANPTHBN LIFIBB Ot^B tmiN NIL GLAHCBL TO'IHB SlLB^ 

You IMA\El>!A-rBLy WOUUL SpWSE A CHANGB FROM ONE THOUGHT 
ID ANOTHm. SOmTHlNG VERT /MPORTANT HAPPeNBIY 

rNPOUG-H A CHAmB OF FXPI^^ION iAe THOUGHT PROOESS H/AS SHOWN/'" - 



/ THOU0HT OK, LLrtjusr skmich this ouriN ns smpLTSx wlm Bm what ituadk^ like - 








ti 



A/VMA 

LO)NHHS 
SSOWS lim A FK>IVA/ 




AyXA!.^ 



PA«<ses -Twew 
p/fts 0 W£ broh 




AMD <9-l-AfJC^ 
TorHrSlO^/ 



OrZFAT. HLSTHinKmi THEN I WOHPem)- /S TH^^AfVY WAYT:) SrpEMOTmi THIS TvAtHBH? 






OK f HAV£T\Z.pye?RPHS. 

so UP IHAH AhiV<UFATiOi GOmecaKK, 
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7W l/VdJTO. CAfJ 5rt^G7H£/v if ^lu.? 

W DCHY AMnCipmiU, B^ip^ROW B/ LOWERING 






AAAA. 

(SO powa/ Befa^ iTGo^ wp 





IWAT W02KS 7&0- ANmm CAN t>oT 




/Vwv 



yw\/v 






yV/vv\ 



A/V\A. 



A/NA/V 



A/VAA 



/ ■5A0W gt/A/K £w/?OWTE 

, m/6rtrwew»/r- 

/r gy /c>tv W irkA Brr corny -iur /renews 

WWAr IV^ CAN tv BY tVOKING FOR ^)012A FOS.iriONS - MOf^ CMANGE ~MOR^ BANG 

FCR.'nu^BUCK. 



C 



LCOK CONTRACT 



Milt KA#//- AtW^AyS SA/i> tX>NrCmiSn -%e.^XPRB^^ON VURINO A SOW AfCWF. 

Hf'D WS e/AMPLiS : 

SAy (Vp PA ye A Fm^ON B^At>lNOA BOOK^ 




pe P^AP^ A PO/S^ 
ivpfcp STAPm Hm 
- rRi&imNs Hm - 
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fO^A STT^CT SO/M^WA^S to change m/A -GOMOmiHG OPR^/TH- 

sqmbwhs THATt A uoT oiff^Rbit ffom mt A'efef Comoro chansf to, 

L^k. FFT%^Sca< UA ^ 




Sur WF Podr VMHTTO //fS BXPR^IOH He^OyF WH0 Rf wb cMt SBF (T 

90 'm iM^BPr ?4 pc^fvoi^ w£ cm(G£ s^fop^b iu n[o^. 




Ot) HM/B H!M /mvB CHAhl(3Fiif<LFKPl?^C^ AT1k^ BNO OF WFQM/^^ If. 






FiniBk WAY 
/S MiO/ 
MoFb 

PFf^rtVB 



rifo /DBA /s To Pur QHAMGB mp&pF VoU CA^M ^FF IT- HOT Du€./M<S iti^BPOAD MOVF - 

UNLB^^ iH mVB QUtVF ^UOW “ lUFH WB COUU> pm> (T 

Again miho (s ru^o Piiot wf think or iwN^ sfporb iu,^ Bopy th0A. 

THFPrk AWAY^ A ^PPT 0^0010 OF ^*rmKtN9 BFFDFB Tk^ CWC-7^ pC^ %l ACTION 
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(^/A/ Acxm fvmr 

^ -- I ■ II — 



A 5AP A ao^ A//4- POIHT 
Arlh^^m 7/M^AS SAV/A/cS 



-7?/^ fi£ 00^1 



gVrR^ME 



Bur CM TMB \roar of 

oFih^cucMi 
^mpii ^ Foit^rm Fii^i 

^ THBN SAYWG (Ti 




ORf SAX (TF(R.^r Turn FD/wr- 



ifiaommvf, ^iTH rt>mTm - 

Ift A <SCO0 /p^7& UFAP 

Wfw ih t. wiziQ r- 

>icl FAVFfti&nANP iJ Flhl 90 ^ 

CoM^ Up mst: 



Auu - A VFpy/v\mop tf/ms 

fH A Fp^Mcv0mr- 

iF mpe (2om f=saoM(5)' 



MCCH 

sm^- 




■mv 

w<:¥2ps. 



hi - »iE- ^.■ 








QPULO ! FRmS 

j^f=0/CP=^ m Yft«,w^c3- 
pim^:f}ck: ioo>F^ioS^ 

Fmi- sa/ap/ 
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— 



sopy LA^(5UAee 




'Hie. mium m sad , 

B4fyiD/Vl/M£ /S TZie ACT OP AUimXlOH . 

Booy LAHGUA<^^ lSiti^RX>r ^ FOf^OHAIVP/ ins UNfV^^SAI.. 



// 



/ H/AS i/y/TK KeN m JUST B^Fa^Hie^^^/OU/JcH bi/Jf HAP A NASrV ^HOCH ^ A 

wmi vi0i fmMY Hcui^oscHn^mim 'a ca^ly' foe an !/^(^aupi&^- 

Vvp HAP TP/PP T& HAV^ AS. MItH BCPf HAHGUAQB IH PlUM A^ W£ COUUP BUT m SVP^ WSRf 

PEpr ivtTH Dicm/s' HirmAT^ or cwpsb ik^ Auj>moB P/Pwr mp^AHP a 

A CHUCK joH^ GAemi same ws our OF WArm- 

So Foeus, iygrSFOHO> f<PFP lAo^s 7& A sarf mmm m) makf Bmwm as 

AS WE CAH vi^Dua H PAHTo^ iM p If p ppEt m iw/B om WPficrmA 

(ii A oepAr So stub/ s/^a/r mow^ . Amoim men oFin^ACnm i& imgaasp/ 

HAmy •'2a^ co^y^ irt au- vfpy a&e, . apmosta postal, 

AN ACroB-HAS TO SB SFOHTAHSOUS To A - BUT uk HOT SPmmmxS fOF.UO ih 

AHyrnm M[' v/0 can nr town a pot cf thou&t: v/f cm shs jh/nss, 

T^rjym pk^ make change, wf'vb aorius. &opy cohifol vj^rbhoT pm mo sv 

FHysiCAP V^TTFITY, op GPAVIP/, O^AGE, ok pace, OJA SBC. AGAIN ^ WE CAN iNYB/T WHAT 
00^ r 0KIBT IN RMPiry StiLeMAKE it a ppeaf- bepievasle. 

• II — III ~ l~ ‘-- - I 

( swmBrm c^-mmm j 



i PEEP THAT SyMMem HAS GOTTEN A BAP PR^ BECmSE OF SAD ANlMATiON ACTING. 
OBOPLB SAY "A\0IP TWINWm WHERE BOTH ARM& 7>A HANbS ARE VO(HG ikt. SAME IH/NG^ 




Butt &t wwm Auy hop mcm, nwGAm. or umer of wmTmR , or expert on tfiencicn. 

WUEU they're paying pCWNiks-lAW THE FARMS ^ HANR/S WILPTWIN SYMMETRICAUW. 




* WB Nmt> LANCF , " HAFf/MBSS ITS Up 70 Y^ SO WT I CAN OU 

NAR 4 .i< 5 /^y, ; 4 EWWCA<VC£. FOA^JU- -J^VOI^ FDJS.Me DpUVER mUKNilBN^EP 

TO -^6ND NONW auoRiCMB HAFMCHY 

FPCEP^PJW 

ASmmFE 

^AUAKCbP HI\TM<S eUa. 
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m/oorriHA - 







AHp wfimi wum Yooi^ mv/ms coww WiPjisr v>o it Amw< 

( WHK ^m0m is M a(Pm^cH iT BmtY, bmm^, AmD^ 

US^ ITALL'tlve. TfMS iruPTo Tom 0% 3W 'JO it ^ &fFP^ 

ikt W/A/G 7S> ComY. ^ 

A vJUp/ao^S us^ OPTW/A/A^/NG /S 8BZMJS0 ilk tt^ Mi^T5>JX>\ 

With i0w w&tji^ it: 



A WAYib TAHBiht. CUi^f OFFWiHHm IS JU^STTO P^ OHB OFikt. HAMO^ ORA0fS BY 4 oF.(>tm& 




ukb a t>AMw AO«w> i?o - O 0 . Tii^r mcnU 0 ?. PAer- 






fN A Tv MABTmUAS^ ON ACTING^ MlCMAM. CAINE SHoCNffP B^CHB BY 

" /p non sm smB vcs^ Pom a pie^cf Yoy AmiPB- ^jbm, t ^ 

^pABSg f^effga-V ST^f> it!" sy^cA^rtio^j^ofi,) , 'TU0/ Otof 




^OUNP APVICE CmB F^IA t&e ^mxo S^PPY ON- 

(F You'm ^Ncer or vne, sp0> ton ^ves . ~tm 0 e& ape <v/wr psopie wajqm. 

or cou/^E rHi^ is rt-OE, -The pygs a^ itt^ pA^orik^BPA/N--PH20W cotmTB> tz> n: 




i WNK THAIS WHY WE '•h^i^ONL' ce PEPSCN BBVEAm> IN Ike. PZ/SS, irk SCA ^ . W^ 

lookjno ihsioe 0CH aru&P^ 
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Oqr W wf ramv comoHCArpwirM 

it(€.0/02 APONE . Wb can often TEi^Plke^ ^TORN JUST WIVJ Jkt, BVBO, 

AMP How MUCP MORE VRAfAAVP IT IS TO JuST VMH1t{e.Ey^ IWSTBAP 

oF%^ wpoAE sopy! 





Herbs ^ombwiho wbsbbAUL pay bv&ba pay-^J iPNOT^mir 

ANmAfPO UNVA ! ^TAPTBPRANTm ASOuTiTra AMlMATdHS SVBN^AEO; 





WH^H LISTENING OHilie' PHOME Hk-t. BY^ FPiCHBP 
APOUHP IHA STAOZATO FASHION pEFEBOr/UE 
BISTBNbHS SHIfr/N<a THCH&M7S IN ^ACTION- 
OUp EiEB ARB PARBPy ST?/-/.. 




fit eoop TO DISTEND -fee PUPlP TO SHOW fORM-FEBL BACroriuB'/B^ 




MOV& pmi- Dfflvw WfTP i,ii> AS !F ift HPAyi- Fosam (tpcmu. 



'ThERP^S an INFIN/TB VABIBTY of SUT HBRm A SIMPLE f=OpM(JlA . 

I Z 3 ^ S 6 7 




'fm IB CRUDE ^ BurEFFECWB - WORKS WELDON ON0S TWOS,, 



WB cm 0«9 OH FDReYER about ACT! ho WE Po) BUT OUIJJOB fS 

O Pur OYER^ ~Tk^ POINT Cfik c ^CENB ClBARHY- 

@ GErf iHSIDBiTte. CHABACTBR. OE, CHApACTERB . 

EvmsoRv's eeau-y P/rF0Zmr'Y) 

■C|) SHOW CLBARHY WHATJHey'RB THIHKiH'G. 
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ANIMAL ACTION 

animals walk liKi£ Two of uq joih^ to 6^^ '■omSuom-V aH0\D 

OFTke. Om^ " TWO OF FFi^ SF! 6 HTkV OUTOF 

WF Look foua^l a^wkvo with a human, stakt wtnAi%e (^tact 

P0S/T7OA/S fp^SABP/ STAFfWG OH ili^Fl^CWT FXF) WHFRK AFF Tli-e UPQ Sw PDWSc WHFRb 

IS 1kt. AI&QHT? \WHAFk ? CHAFACTFAZ ? OIFfBRBMCFS in 8UILO? 




A Focip. AFGQ 0 O WALK 

Hab Two ma in 

FXTBfM^ " 
^£>fA< 56 r^TEi>) 



p^t-v/s up ciKsrT(OWH 



%S&(fT^aiiX^ 
FUPJtUEit pcm 




PfeLvis Dam 






I 




ike- k0D Ooss 
OOim AS -fie 
CM 05 .r < 50 ^ VawH 



-ikO H&LDCOI^& UP 
suamy tAT£E 
ThiAH ifte. CH.^r 
P&uvep 2-ofi^f^.- 



BtlTWtfH TWO CF LBS'S. WDBKINS, THBR^ALOTCr WBK 3 Hr TFAI\^FT!^(^ GOiHSCM' 

WHBKKTk^ WU^SiHr IS COMim FRO/Ay WHF^ T /Q WHH^ IT^ OOIHO TO. 
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IF Goil^Q To '''&A1/ST/C //V OUi^ ACTION V/FFF GOING TO NANO TO ‘OO %t J^^FARCIN 
HON ilit ANIMAT IS EUILT, lit OlOF ^iNT/PB- WATCHING aJ WAlCHING UNTIL VAF KNON It 



^ UVt ACTIQiN ^t-O^FNCF 

^^11 1 1 " • - I ■ ■ iMwi rn — — — — — — ^ 




StWT HU)A VlOFO d^Tke^ BKTRAOPPIHABY MUYQZlpGB PHOTOS> ofAN/MAI^ 

HiOHT lO^ CHANom MUSCLE SHAPES AIIBCLlAPLY OISfUYBP AGAINST BACmRCOI/O 




A MABQM) of animal acton y MH-T KAHL BAlO He lAlOTHO&ydGH RFB.BAPCH ON AN! NiAlS 

yT ALWAYS 0/.D. HE SAIL HE SPeNT HONPHFPS OFHOUf^ SJUMG ACTJOHS OF VAPOljC AN/MALS 
1'VA^-KS 5*:) RONS~ WHNT€ flAPPHi iNG " WHFRfT>^ WplOiT /S‘ HOW YOU D&W THeF\* HF SAID 

He dipn t twhk TH.mt wa^ an way of AP&vm at rn^erwim: wejosr hayf to Bo imcm i 

MILT S\\OPE BYltr^M0ySBIi::3F ^COKL ~ fouHP Tnm LYFN Emm THAN FILN\^ BFCAUSeOFilu GM. 
f<m HA!<P& AASG SWOPF by M.0YBllt>(^. He BOIUFD town a SiMPLF fd^OlA - 







AHlMAiT Ai^L WAIN 

BmCAUW AOKF 

/ 

SUf TAKE WAALHG 



ram ‘AS iTH ~ ^ AOAmr- 
'Tht FROhT roar AcrfoH 



Tht. tail. S03T Mov^ 'MN 
iVFH SACK i-fiSS yW PK^A WfilF. 



im ooMsiPmATc^. 




lAti Fto/W ABCMe. 



SiNCe AOOf ANIMAL WALKS ABf PBeiff Bi M i LAB , IF WB'UMVmSTAND fu. WALK OF A MFplUM SUILT 
AAIIMAL OKF a HO^e TOO OK LARGE CAF WE CAN APPLY l^e KNOWiM&F To OfH^ AHHAALO 
OePeNoiNG oHTHeitSize, wemur, vesion ^dTHeR timing 'T pe'iNTmvALSofTHeP feet untyno. 

ff' \'Ve Get town on all foups we can FetL how they walk* 



A 

* ffes 







f FA^ 

fXfS 



OXtTMLT 



CWTCWr 
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ABis i^^virow Amp 

4/v (purnioM 




voes. A Ho^e waxlk uhb an o^tOH /W o a 




■RaK AH OSTRlQH AHO A MAN WAUH UK^A AQ©^? 
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h?POI\^X> tCGr 

TH^l^ so MUCH OfOm OH IHATODU^!^ HBiP ' 



0- - 




cxm^ 




Kg[> fc&. 

m>%^ 




Bf/Jg PJiR. 




'dH-l 



i->J g’;-^‘£ R.«- 
■ffte, iff 







comQ 




cunsT-i- 

SHOVii'S 

UP 



P&JfiS 

pO 






CONTACT 



fiDLixm -sJ UHfOU>!Ui 
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TWi'STS 
€ ID^ i-0 £/£>fc 
PUR.ii'/<^ 
“Rte- 





PO^ii 






nm 

AS us U'FT/liS 



^ OOf'iTACr 





Srt-foUir,i:im^ 

POW’H 



pm- 

09^p% 



pOWr^' 



contact 



PELVES 

OF 

f 



f7 




pEi,.Vi5 "ffsyi -rare 

P/^S AS nS tffTilB 




sao<ts>(T) 




■■,s! 
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A l=umy 'IHVBMT^ V/AU<C^ A ON TWOS - WAlKiNQ OA/ /6 5, PU\flMBO mOMT L&S 

oppcsm Sack i^'rwimN^--rAKm-tiit.^m=’rci<3e}U£R. uwl pass/as pc^moH ^ 

?CPV AP& &^^sgp Si-/S-|WUy. "tJie EOWW (S 0JV^5 iJP IscH^f^. S/MflB, BEUe/ASLK^ EUfND AKIMU fWWfi UmTHlS. 




ff ^3 72,e/Jp 



(T' 



S JWiVK 



9 /»isr/?E 



/s 



exTssMs (h, 
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DIRECTING 

/ V^IHK A mPOmNT T7f/A/GS 70 KMOW Am>X PfR^mQ ' 

SUT (Sot TO KWCW twc^. 

'I^c PfR^ORSJPB fSTD MAK0: IT AiP ^(XK- ^ RJUl£$-^ 

(0 Be 

® m cieAR. 

® PUT 0/^Y7um wmRB Youem^tr 



PiR&itDii. IS A % FAG^P Cpmvfig WfW A fCOT IN % CAMPS, Ike^SfUmy^ W 



t>o < 50 dp 
wip/eK 

skJ d^aw/^ts; 




ik<L FPONT fSCOM 



IZit. back Boom 
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irk A/c?r A ni ah bhp^ssion / ^ 



HAWKINS (j^Nmr&fij 



irk A 8US(N^% (SOD DAM/V (tI 

A AVOW. ^x^Ci/nv^) 

OF CoOABjf iks, Bom - sur oa you ka/ow itie gouj>eh 

A/fOeYBl^- HAS 'fCi^ &Oi-OJV\AKSSil{e RUL^. 

HePF SFIN(A H!R^ TO PO A.JQS WF RAOOUO PO WHAT ^FH(5 Ht^PTO PO. HF ■OA/DUiD 

fk$. tOLB^. IF WE WAHr AFfl&^O FfZFFPOM TUEH WE PFOVlOE OOF OW OOHD. 



( ihe^ERlBFj /s SO/MPaWr/ ! ALWAYS wetTE OH ONE ^HEET OF PAPER- WHArT^E^OAI-S ARE - WHAT 

^ SUPPO^EPTO PO. for, F^AA\PIB, TUf-'^WHO FRAMEP ROGBR^ RABBIT '^Fm- 

FRHT, MAKEiht MA^lPOtE OF OVEACTiOH 9^ CARlDOH REAAM^ BPBHP TOGETHER^ COHVmCIHS-P/. 

OeCOHP^ U^E (E> PI&H0/ AloncUPAriOH 

(g) y/ARHER TYPE OHARACTERS 
@ TEX AVERY HU MOOR {fgt/rA/OTSO EmNl) 

OUR JOB IS TO APlAy IhtP^EARS Opikt-FTfflvriVES '3^ IHClTE GtREFP RY OJ/t TAAEHT OI^PaAY- 

sopvm Jht- FRORpms uP reair p^ksn ih^ siupf or Select ivmi gcoo ^how it wopfs. 



tE leica Rmu 



OR AHiMATiCf ORFHM^ CoUX>R STORY FOARp WILE SHOW WHATS WORAIH& - [AHD 
WHAT lEhir) ITS SOMETHIflOTOREy^yoHElO HAWOWFRHATOH CALM tOWN. 
THm We MAKE 1ho CMANO^ JO THAT LEICA REEL 'NOTTO 72fe AHIMAVOH. THIS WAY ikEAHIMAlCpS 

CM Oet oh with ruEiR woRJA IK Some hihe of peacr. 



SEFARATEihECHARAerERS) SHoW ikiPIFFEREHCE 

X shapes , cacvRS , VOICED . PirroHPOSrm lomAsYi 

LimE. FAT^ THlH , TAXD W SHORT > RoUHL S(p>uARB ^ OLE d»A^ YOUHE, RICH PCOR 
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T///S issovmiMR^TAhrr! A succmfuLBXAi^i^i^ 

Al^Tk^ ZRmri/^ ^OUMO, i^K W ^^MAVB QUffB t^lFFB^my m)A 1 FACH OWEf<. 

PUfih^SF^T AH//Mro(Q^ OH t^e. OP0PMS^ mi>IHG Zi^dM 
PiHLAPS Sformp TH ROUSH Htte^MIbPAB PKBAOldRB W/0 
KNOW ikt /MFORTAHC^ OP STAGP BNtRANCB^ W fir/TS*, PlATlIi^B^ PFOPkB Oi 
OIJD^B UP2 ^ PONG L0S^ FKPBR.IBNC0P OH 3 POCST'^S-BHOS: 

M /PPt£ POOFlO N -fh-B M it>OLB, 




(OA^VHG AHimroR^ 



BV0tYBoPy HA3 rH0lB-^W/HG^~fHHy OO WELL. Iri OUR.JC^ TO 

CAST -mm wm thw cam do W hot what thly caht dg. 




UMlMS: T/^yfep' A^PMG fDHT HElPf AlMDW'U^ AH/MAToP. Id ONE 

mm miNiPFDm. ohcb rmv'RH wrw a mw ^cbhb 



they WOHTM/HD mKIHG CHAHG^ TO A PPfYIOUO OHE. ALL T^e- 



Keep itie Dcop opm PoR eotrmBUVQHo ptom evprYohp oh fse rac 

IF You OATCH tUEfA /VWrmm^ A^K IHEfA To'Wl'^yr ThPL Al/W 
&E RIGHT about ^OAETHiHG, 




IP you cAsr-ne, muTAcrot fotik^joB ir^s -miMG 

IHTkB WORLD. THEYLl USUALLY (GIVE IT TO YOU OW TAKE ONE. 

Them just get ahotheR take foe ihsurance. Actually VriE/iL u^uahy give it to 

You OH the. REHEAmL - Oo> TELL TU R^mST To FECOHE EV^YTHiNG. ffS OHlY F 
YOU HAYENT MADE <LLEAR WHATS REQUIRED THAT YOU CAM END UP WITH FIFTY TAKEO. 

HOOK' UP^J ITF OUK PESPOHR, (BHJ1Y TO ENSURE TWf ONE AN/MATOPR SHoT HCOT 
™ UP fTPFECfLY TV 7i)^ NEKT PEmoN'S SHOT. THe^ NO ^CUSE fOE 




AN AN mAVOH DimLTOR TO GETIW^ WRONG 4^ WE CAN PRAW PsOtECT mrcH -UPS, 

} very, V0iy, vm iMFoRmr. 'Re^eazch bveeytwhg till you know 

TKb suRjBor INSIDE our. voNT wm ir 

WE should know editing TECHHIQueS . I STUD V AKfRA K/ROSAWA 

ihLTAPANPSE DlkESroE, WHO / THlHK /2 -flu. WOPlTs G^TATHf EbTOR 
AS WELL AS DIPEOJOR , 




another great thing asout KUROSAWA 1 C that 

HE SeLIEV^ in his mr0RJAL . HETRUSrS ThO 
Audience trusts hnuself td tell his. sdey allms tub audience 

To CmE To Hit FILM , So ASA DIRECTOR YOU NAVE TV BeUEVE iN )t>URMFfBRAl, 
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/r'S mAVHQ WHAr YOU CM GPT MAY 

AH lum //app^^ on ^'mo mAm> kc&s^ rabbit 

-n-^^ ACTOI2., HAD A ORmTA^H-irY TO COAjC^?V7]SA'm OH A NON-BKISTAHT 

pAerir mo was s t^bthigh. uhiak-^ b^btaoo^s who 

-tke INVlGism CHABAC^, S 2 S Couu> SroP HiS TY^ ^ISHT ArTt^S fcoT UNB 
Wl-ie^ Tk^ RABBtrS WoatD m. 

OHB pay A/V/MAOS, SfMCH WBUS (nou^ a ^ CAW If^ 10 M^ ANO GA/^>, 

Sor A PPc^Lm " HoSms i$ ux^KiHG' Ar a 6 Poor h«bh wHat po 

VO? WA6 ^<<sht; Hosms had rmpoBA^n paps^ anp ms pcoKiHe 2 J 

TAi^MSr To A YYNrD ABOUT G F^£T CFFl^c GBOON0. 




IPiL^Bein 
S(iPft>^070 s& 
i%0M H^. 





1 THOJl^T ^ " W^^ltte PABBifs GOf TtiPS^ HUOB PBT^JUSr Srf2FTCH HM 

\AP OH HlS-Tom AGAf/^Sr TA*. WAUJ. " FC^ NO ' Wt^T0PSBARB Wjf 

CfOHO To oof THF A/EUpOna - JT ShfOtM-P WOAK*" 




THBY 0/0N aS0p> 
SHC?T (H 1^ 

fRcrniKmo TBAtPBPS 

AAfP HO ON0 0/^ 
T3?U^TtOH0D fT. 
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/ ,4t-WAYL'i OarSMAlL Fl^, -Vaz Ff 2 AW/,'^S, S£CAUS^ TMiY!^ -Fi^/h^Km C^W 

SSPA4 -ro sHO’^y <r '/^Kf fcw iACSf(W(S or hot-. 






T-uiorv- 
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AHD IN CONO^USlOH '■ Review ' 



~tk(. FROC^OORe 




To MAKe Hz ^OUPi 



— - — ^-^^fTifl"irt' 'I Tii'Tir 



SiVRVBOASD DB^ienep AtRSW ? oi>. Eoue/ij 



fUHUm 




To 

f 

TEST Thc-'L&CA' REEI- or. 'ANIHATIC ql FtM^O ^imBc»PS> 

± 

pFAHNm PRAWIMSS (‘<smRf ^wmeuM) 

w/^o£/?s^f/pw<f'OFSwtr 

MAN P06 




T^sr 



FOZWOM^ 

wtQ vmiifm OK Fez /?5bC that havb to 



T^r - AHY ormi Rosfucxs that havb. tq sb th^^. 

" U S.UAt-i-Y ' CCmACIS ' 

T^T P^^\H<^ FO^IVOMS Jwer /A/ 



-- ' I V BW ftft^fTT rr^ i 



spofwi^yk 

now 



3tcl W^OAH 

K^ai T^Afe, 




PO 3^^RAL ST^ASPr AF^t> 

ike. pfjmafv rum 

-ike ^^CO/^OARY IVfHG 
ike. IWRP iT/ZAfG 

Hie. R>umi rnm 



XA/y cm^ f /ts 



i^iK^ p^F^y 

nr 

TA/k^ &k 
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Anp To to TtltS ivefee uQm : 

(Soot Kfivs rce ciAHiTy 
wmSHT - 'cwmt' AN-nafm>J. 

Tb Ger FtS(i BilitV: 

OYS^PPim ACTION ' ^ ^ 




^ wb'^b a^!H0 Skcc^sm BRmKif^ 6FsJ^;a/7S 

ACC^n^ ' 0C0, MANJ:^ , FjsjET 

CBprrh^ 

^TAaGA VI^RATlOH^ 

Co/AFf^iai aJ i>{%rmrfoH aj ^h^^cm) 

Pi^f^F0HT WAU^ nJ FOM^ - w^'i?0 Srpes^/ffis- ik v 

S0TW^ JHIN(^S 3^ P^pi^. 

/ N A1 0 T//AT C4^ r //APm/ w -rtf e. worn 

St^ W£ MAK£ AOOK 

DlAU)G0 ^ Wf'/^ PFCGF^m iTSDMBWff^^. 
'S//V& AU--tHm0 things ^ROAt>P/ OF VeRV ^UBTIK 



AU^WS IQi^te^A/^AIOMYTO &^ASPe em'ihe^ P^fOFMANC^^ 
StSTAIN IT a*d MAK^ IT COfAPUlSlY^ Vf^W/MG. 

ANP ONce irk AU- ABSC^^ INTO BUDOP^rRMAM - 

to FR^£: To MXPR^! 



TH£ PlAY^ inf THiltBi . 



/ 
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start with the things that you know and the things that are unknown will be revealed to you. 

Rembrandt, 1606-1669 
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